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ABSTRACT 
 
 
 
 The focus of United States symphony orchestras post the 2008 recession 
has generally been negative because of the many organizations enduring financial 
troubles.  However, there are orchestras in the nation that are successful and 
flourishing through difficult economic times, and it is important to explore their 
characteristics to better provide other organizations with ideas of working models 
to aid in those institutions‟ growth and health, in addition to a sense of hope for 
the arts sector. 
 Through thorough research and interviews with key employees of three 
successful symphony orchestras post the 2008 recession – San Francisco 
Symphony, Buffalo Philharmonic Orchestra, and St. Louis Symphony – it has 
been discovered that they share many similarities concerning their respective 
success, most of which falls under the following categories – leadership, 
programming, community relations, and related to all of these, fiscal health. 
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INTRODUCTION 
 
 
 
 After the 2008 recession, symphony orchestras of the United States are 
facing a crisis and threats to their stability (Rosen 2009).  In the present day, there 
is plenty of focus on the orchestras that are suffering from financial woes – for 
example, the bankruptcy of The Philadelphia Orchestra, the folding of the 
Syracuse and Honolulu Symphonies, and the strike of the Detroit Symphony 
Orchestra.  However, there are orchestras in the United States that are thriving, 
and it is important to explore the activities and actions of these institutions to 
better inform arts administrators of working models within successful 
organizations. 
 To some, even the mere survival of United States symphony orchestras 
may be considered a mystery.  They have been facing the same types of issues 
since their inception in the country – revenue not being enough to cover expenses, 
yearly operating deficits, difficulty building up endowments (Grant and Hettinger 
1940) – and still manage to persist through difficult times.  This most recent 
recession has made their structural problems more apparent, and it is necessary 
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for these organizations to adapt to the changing environment and make 
meaningful change to survive (Rosen 2011).  However, at a time when these 
organizations should be taking risks to accommodate for the drastic changes in 
society, their financial situations are making it difficult to do so (Nelson 2009); 
yet there are orchestras in the United States that show that it is possible to 
maintain their mission and grow despite the difficulty of these times. 
 
HOW DID WE GET HERE?  A FOUNDATION AND HISTORY OF UNITED 
STATES SYMPHONY ORCHESTRAS 
 
 Symphony orchestras in the United States were never the focal point on 
the stage until the early 1800‟s; in the beginning they existed in this country as 
accompanists for opera companies, choirs and oratorio societies (Grant and 
Hettinger 1940).  Their role began to change as orchestral musicians began their 
own cooperative endeavors, and convened to play music written specifically just 
for symphony orchestras, which have already existed in Europe for over hundreds 
of years. 
 The New York Philharmonic Society – one of the earliest formed, and 
oldest known symphony orchestra in the United States (Flanagan 2008) – was 
established in 1842, and like other existing orchestras at the time, was constructed 
as a cooperative by musicians (Flanagan 2008) who hired the conductor, rented 
the hall, and divided the net proceeds amongst each other after the necessary 
expenses were paid.  Musicians were accepted by a voting process and had to pay 
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an admission fee and annual tax.  In the first few decades of the New York 
Philharmonic Society‟s existence, there had been growth in the amount of players 
in the orchestra, the net proceeds that were to be divided among them, and the 
number of concerts presented per season.  It was after 1900 when concert seasons 
began to show deficits, and the New York Philharmonic Society restructured their 
organization with benefactors who offered to pay the deficit, and with 
management to control the financial situation.  This change in the organization‟s 
structure enabled musicians to receive a salary, and commit their time and energy 
to playing in the orchestra (Grant and Hettinger 1940). 
 In addition to the New York Philharmonic Society, other existing 
orchestras in the United States were also expanding and scheduling more 
ambitious seasons (Grant and Hettinger 1940), which included the Boston and 
Chicago Symphonies.  They were the first models of lasting orchestras with 
financial assurance and guaranteed regular season salaries for musicians (Grant 
and Hettinger 1940).   
At The Boston Symphony Orchestra, a man by the name of Henry 
Higginson devised and implemented his plan to provide adequate salaries to 
musicians for the time they devoted to rehearsing and performing for the 
organization.  He became the first donor to undertake the full responsibility for 
the growth of symphony orchestras (Grant and Hettinger 1940). 
 The Chicago Symphony Orchestra came to exist because of the interest 
and leadership of Charles Norman Fay, and fifty wealthy Chicago citizens, who 
donated $1000 each to the startup of the organization.  Individual and group 
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support were the two forms of sponsorships exemplified through this 
organization, which typified the development of major orchestras.  The Chicago 
Symphony Orchestra set an example for major symphony orchestras across the 
country, which were able to increase personnel, retain musicians through salaries, 
and organize a regular series of concerts, which later aided in creating support for 
community orchestras (Grant and Hettinger 1940). 
 The economic boom of the 1920‟s resulted in the emergence of a number 
of new orchestras, and commonalities of orchestra budgets and sources of income 
began to surface.  Total operating income of most, if not all, orchestras was not 
enough to cover the total cost.  At this point in history, the United States 
orchestras in the best financial health earned 85% or more of their total costs, 
while the rest of orchestras earned about half or less (Grant and Hettinger 1940).  
To finance the deficit, these organizations used the interest from their endowment, 
contributions from individuals and/or groups, public campaigns, and/or 
government units (Grant and Hettinger 1940). 
 The Federal Music Project (FMP) was one of the first organizations to 
provide federal government support in the United States (Grant and Hettinger 
1940).  Formed in July 1935 as a part of the Work Progress Administration 
(WPA), the FMP served to support unemployed skilled musicians by providing 
opportunities for them to retain their professional skills until they were able to 
again support themselves through private employment in the field (Grant and 
Hettinger 1940).  Over its four years of existence, the FMP “presented 225,698 
performances for audiences of 150 million… 16,000 musicians were employed at 
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its peak, 34 new orchestras were created” (Winzenried 2009) – some of which are 
still in existence today. 
 Federal government support for orchestras and the arts in the United States 
reached its peak in the mid 1960‟s, especially with the growth of smaller 
community/amateur orchestras, and economic changes in tax structure and 
heightening management costs, which resulted in unreasonably high ticket prices 
(Swoboda 1967).  Because of their personal interest in the arts, President John F. 
Kennedy and his wife were also instrumental in promoting support for the arts.  
The National Foundation on the Arts and Humanities Bill passed in September of 
1965, creating funds of $10 million per year from 1966 -1968 to “stimulate 
private philanthropy for cultural endeavors and state activities to benefit the arts.” 
(Swoboda 1967). 
 One month later, the Ford Foundation announced a program of major 
support for American Symphony Orchestras, and provided $85 million to 61 
orchestras (Flanagan 2008) to allow more musicians to commit their energies to 
playing in an orchestra and raise the artistic quality of orchestras across the 
country, increase audiences by providing longer seasons and a greater variety of 
repertoire, and attract younger and highly skilled musicians by augmenting 
musicians‟ salaries and prestige (Swoboda 1967).  The Ford Foundation Program 
came to fruition at a time of increasing symphony orchestra concert attendance 
(Flanagan 2008), and at the time was known to be the “largest act of philanthropy 
in the arts by a single national agency.” (Swoboda 1967)  Because of the timing of 
the Ford Foundation announcement and the knowledge that symphony orchestras 
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would be receiving federal aid, individual orchestras were given no grants from 
the Advisory Arts Council and the National Foundation of the Arts and 
Humanities Bill (Swoboda 1967). 
 A decade later, from the implementation of the two major federal 
government-funding programs, the number of professional orchestras in the 
United States nearly doubled (1965 – 58 orchestras; 1975 – 110 orchestras).   The 
mid-1960‟s to the mid-1970‟s showed increase in private support and a 1975 
League of American Orchestras report presented an increase in earned income for 
the seventh straight year of orchestras with budgets more than $1.2 million – the 
result of significant growth in audiences and grants from all sources (Winzenried 
2009).  1976 brought an end to the Ford Foundation grant program, and apparent 
results in its decade of existence included altering and improving the working 
conditions of symphony orchestra musicians and a rapid increase in their median 
real salary.  This changed, however, as there was a decrease of 20% every ten 
years in the median real salary over the next two decades (Flanagan 2008). 
 Over the next two decades while there were significant increases from 
individual, business and foundation support, earned revenue in United States 
symphony orchestras was decreasing because of increases in fundraising costs 
(Flanagan 2008).  There were also decreases in government support on the federal 
and state levels (Zeigler 1994), audience attendance at concerts, and an increase in 
the amount of concerts presented during the year, all which created a crucial 
financial situation in the history of United States symphony orchestras (Flanagan 
2008).  In 1991, the combined deficit of 254 of America‟s largest orchestras was 
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$23.2 million.  A man by the name of Thomas Wolf began to question if the 
problem was about more than financial stability, and if it was related to “what 
they were doing and for whom?”  Some felt that there was an excess of symphony 
orchestras in the United States, and they were not engaging the large potential 
audience outside of what was considered to be their core (Zeigler 1994). 
 
THE 21
ST
 CENTURY AND CURRENT PROBLEMS OF UNITED STATES 
SYMPHONY ORCHESTRAS 
 
 The United States faced major difficulties during the beginning of the new 
millennium with the burst of the dotcom bubble and 9/11.  Philanthropists and 
donors were giving to rescue and relief efforts, reducing contributed revenue and 
ticket sales for arts organizations across the country.  Attendance rates for the 
largest symphony orchestras decreased 10% after 9/11, nearly recovered in 2004 – 
2005, and then increased by 11% in 2005 – 2006 (Winzenried 2009).  The 
average orchestra deficit in 2005 was $193,000, and increased rapidly; in 2009 the 
reported average deficit for symphony orchestras was $697,000 (Rosen 2011).  
Half of existing orchestras in the United States had deficits in 2008 (Rosen 2011), 
and due to the recession that occurred that year, there was a “loss of sponsorships 
from AIG, WaMu, and other once-powerful names, due to plummeting stock 
values”, and because of the market free-fall, orchestra endowments decreased as 
much as 30% (Winzenreid 2008). 
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 For United States symphony orchestras, the 2008 recession made the 
problems they have already been facing more apparent than ever before, and it is 
important for them to adapt and make meaningful changes in order to survive.  
There are five current, key facts orchestras must look at in order to understand the 
implications of this difficult environment and take the necessary risks to be able 
to move forward (Rosen 2011).   
First, there is the problem of decreasing income and rising costs within 
orchestras.  In the past twenty years, charitable giving for the arts has reached an 
ultimate low, and corporate giving has decreased by 50%.  Orchestra expenses are 
still continuing to rise faster than earned and contributed income combined, and 
patrons are purchasing fewer subscriptions – an orchestra‟s highest source of 
earned revenue.  Second, donors are becoming exhausted and mistrusting their 
own investments in orchestras, and foundations have stopped giving to orchestras 
because they are not seeing the results promised with their gifts – they want to be 
able to trust that these organizations have the ability to sustain themselves through 
difficult times.  Existing orchestras must also realize that having a commitment to 
performance excellence is not enough to survive, that they are still delivering a 
stagnant product while there is an exponential growth of technology, and that 
there is a lack of diversity and broad-based support in their audiences (Rosen 
2011). 
The situation of the majority of symphony orchestras in the United States 
is in need of immediate attention, especially since so many of them are confronted 
with the endangerment of their stability.  Today‟s challenges for non-profit 
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organizations are more than balancing expenses with revenue, and plans must 
include a long-range sight of the future (Rosen 2009).  However, despite the 
difficult economy, there are orchestras in the United States that are thriving, and it 
is important to explore the activities and actions that make those institutions 
successful. 
 
WHAT CONSTITUTES SUCCESS? 
 
 There are four key inter-connected areas that define the success and well-
being of an orchestra – community relationships, where successful orchestras 
create and maintain significant and meaningful relationships with the community 
they serve; internal culture, where all parts of the orchestra – musicians, 
management and board – work together cooperatively to be able to fulfill the 
mission of the organization; artistic activities – what the organization does to 
widely and efficiently serve their mission, art form, community and members of 
the organization; and financial structure – success being the achievement of 
financial strength and viability (Coppock, Long and Peyrebrune 2008). 
 In these changing times, managers of orchestras and other non-profit 
organizations should be guided by the needs and values of their community, 
which should be integrated into the organization‟s offered experiences (Rosen 
2009).  Successful orchestras focus on distinguishable characteristics and qualities 
of a community and use them to their advantage by even incorporating the unique 
aspects of the community into their mission (League of American Orchestras 
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2011).  Successful orchestras also see themselves as a citizen in the community – 
a participator, rather than a benefactor.  These orchestras also extend beyond their 
immediate audience (Bailey 2009) and increase appreciation, enjoyment and 
understanding with non-traditional, underserved and/or diverse audiences (League 
of American Orchestras 2011). 
 In addressing the internal culture of an organization, it is as important to 
look at the structure and function of the individual parts, especially since the 
responsibilities of the board, management and musicians (Coppock, Long and 
Leyrebrune 2008) are all dependent on each other. 
 “The story of a successful orchestra is the story of an effective orchestra 
board.” (Seltzer 1975)  Successful boards are thorough in their knowledge of the 
organization they serve.   All board members are active participants in all 
activities of the organization, and use their skills and leadership to aid in 
furthering the mission of the organization.  Each member of a successful board 
should be considered a leader in the community and their fields, and usually is 
passionate about the arts.  Successful boards are also cognizant of the needs of the 
community, and are responsible for making sure that the community is 
incorporated in the organization‟s mission (Seltzer 1975). 
There is a correlation between productive boards and productive 
management in non-profit organizations.  Successful managers and staff of an 
organization should have the same qualities of successful board members – they 
must be knowledgeable, community oriented, skilled in their craft(s), leaders, etc.  
These managers must have impeccable communication skills because they are the 
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main source of organizational information for the board, and the better the 
communication, the better the quality of work.  Also, the administrators for the 
organization are in charge of negotiating salaries with musicians and their labor 
unions, outlining the mutual responsibility both parties carry – managers strive for 
quality at a tolerable cost, while musicians and labor unions aim for job security 
and fair salaries (Seltzer 1975).   
These are prime examples as to why internal culture in an organization is 
vital – if any part of it fails, the whole suffers (Seltzer 1975).  Successful 
orchestras have strong leadership in all aspects of the organization, exhibiting a 
shared passion and purpose to fulfill the orchestra‟s mission (Bailey 2009). 
In a successful orchestra‟s artistic activities, the organization achieves 
(Bailey 2009) and values artistic excellence as its most important asset in how it 
contributes to the community (Coppock, Long and Peyrebrune 2008).  A vibrant 
artistic product engages and stimulates audiences to think and/or feel something 
during and/or after performances (Bailey 2009), and also supports the artistic 
growth of musicians, and the other components of the organization (Coppock, 
Long and Peyrebrune 2008).  Successful orchestras are also looking to maintain 
and develop their organizations by taking novel approaches that relate to the 
changing environment (Bailey 2009). 
Finally, fiscally sound organizations put more of their focus on how to 
make their money rather than spend it; set realistic and tangible goals based on 
their capacity, history and environment; and employ financial models that are 
easily adaptable to the economy (Coppock, Long and Peyrebrune 2008).  It is 
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important for the management and board of an organization to understand its 
financial position and develop a feasible and sustainable operating model while 
looking at all aspects of the organization – mission, capacity, audience and 
funding support (Nelson 2009).  Although the financial structure of an 
organization does not define its achievements in overall performance or artistic 
excellence, it is very important because when the financial structure of an 
organization does not have the necessary funds to support itself, it is difficult to 
take the necessary risks to move forward and focus on achieving the mission and 
artistic excellence (Nelson 2009). 
Three main considerations emerge from the interconnected areas that 
define the success of orchestras – impact and evaluating the success of the 
organization‟s mission; activity and the orchestra‟s focus on setting tangible, yet 
challenging goals, then achieving them; and the capacity to achieve those goals.  
There are connections between these components of the organization, and success 
can only be achieved if all of them are in line with the organization‟s mission 
(Sawhill and Williamson 2001). 
Measuring the success of an orchestra‟s mission is dependent upon the 
goals of the organization.  “Non-profit groups that reported the most success in 
developing performance measures had all developed specific, actionable and 
measureable goals…” (Sawhill and Williamson 2001).  The best goals were those 
that set tangible yet challenging outcomes, helped focus the organization more 
towards their mission, utilized their staff and donors, and served multiple 
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purposes.  Measurements of these goals were also clear, simple, compelling and 
easy to communicate – especially to the public (Sawhill and Williamson 2001). 
The American Symphony Orchestra League spent a long time looking at 
many aspects to isolate and define the factors which deemed an orchestra 
successful or not – conductor and manager influences, the financial structure of 
the orchestra, leadership, community, and more. (Seltzer 1975).  They found that 
mission connects all aspects of any non-profit organization – community 
relationships, artistic activities, internal culture and financial structure – which is 
the driving force behind their existences.  There must be purpose and passion for 
the mission in order for an orchestra, or any organization, to be successful. 
It is important for other arts administrators to know and understand the 
characteristics of successful organizations, especially in light of the 2008 
recession.  Examples of success provide a sense of hope for the arts sector, 
especially for orchestras and classical music, where traditions are ancient and the 
audience is aging.  In addition to shedding light on strategies for success, I hope 
the three organizations chosen for this study will provide a sense of inspiration, 
encouragement and hope for the symphony orchestras and the arts sector in the 
United States. 
 
METHODOLOGY 
 
Through a preliminary review of multiple orchestras, and with the help of 
my thesis advisor, James Undercofler, former President and CEO of the 
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Philadelphia Orchestra, I chose three organizations considered to be successful to 
be the focus of my study – the San Francisco Symphony, Buffalo Philharmonic 
Orchestra, and the St. Louis Symphony.  Even after this recent recession, these 
orchestras are making the changes needed to survive while still maintaining their 
missions in the four key areas mentioned in the Elephant Task Force Study – 
community relationships, internal culture, artistic activities, and financial 
structure.  These institutions vary in budget size, and are located in different 
regions of the United States. 
I researched each orchestra‟s leadership, history, programming, 
performance halls, recordings, education and community outreach, and financials.  
With a focus on leadership, I also interviewed key employees from each 
organization – John Kieser, General Manager of the San Francisco Symphony; 
Michael Ludwig, Concertmaster of the Buffalo Philharmonic Orchestra; and Bret 
Dorhout, Vice President for Artistic Administration for the St. Louis Symphony – 
to gain as much insight and knowledge into their institutions as possible.  I then 
interviewed Jesse Rosen, President and CEO of the League of American 
Orchestras and Drew McManus, an arts consultant and author of the 
Adaptistration Blog to confirm and elaborate on my findings on these orchestras‟ 
similar characteristics, which have contributed to their organizations‟ respective 
success. 
It is important for other arts administrators to know and understand 
examples of successful characteristics of post-recession orchestras because they 
provide a sense of hope for the arts sector.  I hope that these organizations I 
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consider to be models will also provide a sense of inspiration and encouragement 
for organizations in general, but especially those that are not doing too well in this 
economy, to move forward and/or be more courageous in their efforts to be able 
to preserve their institutions. 
  
 16 
 
 
 
 
SAN FRANCISCO SYMPHONY 
 
 
 
 
 The mission of the San Francisco Symphony (SFS) is that it “sets the 
highest possible standard for excellence in musical performance at home and 
around the world; enriches, serves, and shapes cultural life throughout the 
spectrum of Bay Area communities; maintains financial stability and gains public 
recognition as a means of ensuring its ability to fulfill its mission.” (Mission & 
History) Having just celebrated its 100
th
 season, through artistic excellence, 
innovative programming, commitment to the community and education, 
pioneering programing, international tours, and world-wide renowned recordings, 
(San Francisco Symphony) the SFS is presently and unquestionably fulfilling 
their mission and is now a leading artistic, educational, and economic power in 
the city, nation and the world (Gereben). 
 
HISTORY AND PROGRAMMING 
 
 The SFS, as we know it today, developed from the infamous April 18, 
1906 magnitude 7.8 earthquake and resulting fire, which destroyed the city and 
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almost all cultural organizations and activities for years (San Francisco 
Earthquake and Fire).  During the city‟s recovery process, social and business 
leaders conceived the idea of an orchestra to aid in revitalizing San Francisco, 
(Craven 1986) thus assembling the Musical Association of San Francisco in 1908.  
Because of their vision and determination, the San Francisco Symphony was born 
in 1911, and gave its first concerts that December, (San Francisco Earthquake and 
Fire) reviving a part of the city‟s cultural life. 
 Since then, the orchestra has cultivated an extraordinary history.  They 
currently present over 220 concerts per year at a budget around $69 million, and 
are world-renowned for their innovative programming – combining the classics 
with new music, highlighting works by new, emerging and American composers 
– for which they have won many awards (Programs).  For its Centennial season, 
the SFS won the American Society of Composers, Authors and Publishers 
(ASCAP) award for adventurous programming, which shows that the organization 
challenges its audience, develops the orchestra‟s repertoire, and expands audience 
interest in contemporary music (Cahill 2012). 
 
DAVIES SYMPHONY HALL 
 
 Davies Symphony Hall currently serves as home for the San Francisco 
Symphony.  Prior to its opening, the SFS shared performance space with the San 
Francisco Opera and San Francisco Ballet at the War Memorial Opera House.  
The $27.5 million, 2,743 seat Davies Symphony Hall opened in 1980, was named 
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after its largest contributor, Louise M. Davies, and is dedicated to the joy of music 
(Davies Symphony Hall). 
 
RECORDINGS 
 
The San Francisco Symphony‟s large archive of recordings have garnered 
them a successful reputation across the globe (Programs).  They have won some 
of the world‟s most prestigious recording awards including Japan‟s Record 
Academy Award, France‟s Grand Prix du Disque, Britain‟s Gramophone Award, 
and countless Grammys (Mission & History).  Their latest completed recording 
project – The Mahler Project – has won them seven of those Grammy awards.  
The Mahler Project recordings, recorded under the SFS label, bring together a 
complete cycle of the composer‟s symphonies and pieces for voice and orchestra, 
and have amassed the highest critical acclaim (The Mahler Project/Michael Tilson 
Thomas, San Francisco Symphony). 
 
EDUCATION AND COMMUNITY 
 
 A vital resource to the San Francisco cultural scene, the SFS provides 
comprehensive education and community programs to the Bay Area, at low to no 
cost.  Their partnership with the San Francisco Unified School District guarantees 
access to music education in every San Francisco public school classroom, grades 
1 – 12 (Music in Public Schools).  The Adventures in Music program is catered 
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specifically for students in grades 1 – 5, and merges live music performances, and 
music education in the core curriculum.  An Instrument Training and Support 
(IT&S) program is offered to students in grades 6 – 12 through professional 
coaching with SFS musicians, instrument and musical supplies in addition to 
repairs, and tickets to SFS and Youth Orchestra concerts (Music in Public 
Schools).  The San Francisco Symphony also gives children and families a virtual 
way to explore classical music on www.sfskids.org (Watch, Listen & Learn). 
In addition to bringing music to the classroom, SFS presents special 
weekday concerts and open rehearsals specifically for school groups in Northern 
California, and family concerts with child-friendly events (Watch, Listen & 
Learn).  They also maintain the San Francisco Symphony Youth Orchestra, an 
ensemble comprised of gifted musicians ages 12-21 from the greater Bay Area.  
Like the SFS, the San Francisco Symphony Youth Orchestra has gained 
international acclaim through their performances, locally and abroad (Youth 
Orchestra). 
 To serve the community, the SFS created Community of Music Makers 
for past and present amateur musicians wishing to rekindle their love of making 
music with others.  CoMM was a product of “audience surveys showing that 75% 
of Symphony audiences played an instrument or sang in a chorus when they were 
young.” (Gereben) Workshops are offered by SFS orchestra members in 
orchestral, choral and chamber music settings on the stage of Davies Symphony 
Hall (Watch, Listen & Learn).  In collaboration with San Francisco Classical 
Voice, they have created the CoMM/Chamber Convening Site (CoMM/CCS) – 
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(Gereben) an online recruiting tool, which aids in connecting amateur musicians 
who are interested in playing chamber music, and provides live and online 
mentoring by SFS musicians (Watch, Listen & Learn). 
 CoMM/CCS is a small-scale version of the San Francisco Symphony‟s 
Keeping Score project (Gereben).  Keeping Score is an innovative program aimed 
at making classical music more accessible to everyone through different 
mediums.  Parts of the project include a television series on PBS concerning 
influential composers, their works, and concert programs by the SFS, which are 
also available on DVD and Blu-Ray High Definition; the website 
www.keepingscore.org, which investigates the life and works of the composers 
featured in the PBS documentaries though audio, video, and interactive material 
in a user-friendly way; a radio series 13 Days When Music Changed Forever – 
thirteen radio episodes about the way certain aspects changed the way people 
heard or thought about music; and an education program built upon the subject 
matter of the television series, with training, materials and support offered to K-12 
teachers by SFS musicians to amalgamate classical music in the classrooms.  The 
education program even includes an annual Keeping Score Summer Teacher 
Institute – professional development for instructors to augment their 
understanding of music and how to integrate it in the teaching of the core subjects 
(About Keeping Score). 
 The San Francisco Symphony also has a partnership with the music 
publisher Boosey & Hawkes and the New World Symphony called New Voices, 
offering up-and-coming composers opportunities to further their careers.  
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According to the Boosey & Hawks website, “this new program will guide an 
emerging composer from the Americas through the process of being 
commissioned, composing and performing new works, while providing resources 
and support from both the publishing and presenting sides.” 
 
AUDIENCE RESEARCH 
 
 The SFS administration has done much audience research to aid them with 
ways to present music to the community.  In addition to surveying those who 
frequented SFS performances, the staff also retrieved information from to those 
who did not go to the symphony, but attended other cultural experiences, like the 
opera, ballet, and museums.  Especially with the younger crowd, they found out 
that SFS performances were thought to be rigid – purely auditory, with no visual 
elements.  The results led to varying the concert experience to people of all ages 
in different ways – making changes to some of the live classical music 
experiences, as well as forging ahead with media projects – adding more visual 
elements in how they present music (Kieser 2013). 
 
FINANCIAL RESPONSIBILITY 
 
 At a time when fiscal responsibility is vital, the San Francisco Symphony 
has been responding to the economic challenges to the best of their ability.  
According to their I-990 forms, the orchestra has seen a significant drop in 
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revenue the first year after the recession in 2008.  Their I-990 forms also reflect 
that expenses have been increasing steadily, and in the 2010-2011 fiscal year, the 
organization saw a surplus for the first time since the economic downturn. 
 During the times of financial difficulty, the SFS revisited the endowment 
drop policy, made it more conservative, and re-learned how to operate and adjust 
funding to a new base level.  The question on how to increase revenue led to 
audience research and ultimately, presenting programming in new and different 
ways (Kieser 2013). 
 
FUNDING AND SUPPORT 
 
 The symphony is fortunate to be located in San Francisco – a city so 
intensely devoted to the arts.  Aside from ticket sales, the SFS receives funds from 
the government, foundations, corporations, their endowment and individuals, their 
largest support coming from individuals, especially the broad base of over 40,000 
people who donate a little sum of money to the organization each year (Kieser 
2013). 
 Because the arts are prioritized in the city, the orchestra, along with the 
other arts organizations based out of San Francisco, receives a hefty amount of 
money from the city government in various ways.  San Francisco has a hotel tax 
fund implemented, where those who stay in any of the city‟s hotel rooms is 
susceptible to a city tax, part of which is allocated towards arts organizations.  
The city also subsidizes the orchestra through Davies Symphony Hall, where the 
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SFS pays rent far below what other orchestras pay to rent space for rehearsals and 
concerts.  Finally, for a few months during the depression, the SFS was forced to 
cease operations, which was when the city voted in a maintenance appropriation 
for the orchestra administered through the Arts Commission.  The allotment from 
the property tax has been in place ever since, and the funds are used to give back 
to the community – keeping ticket prices low for a series of pops, outdoor, and 
youth orchestra concerts, which are reflective of the community, in addition to 
holiday concerts like Dia de los Muertes, and Chinese New Year.  The SFS 
receives some grants from the federal level through the National Endowment of 
the Arts (NEA), but none from the state (Kieser 2013). 
 The San Francisco Symphony is very active in their relationships with 
various foundations, especially because the orchestra is innovative and forward-
thinking with their projects, which many foundations support.  For example, the 
Keeping Score project was a $24 million, 10 year project, and the Haas Junior 
Fund donated the initial $10 million to get the program started.  Through their 
funding from foundations, the SFS seeks to return the favor by giving back 
something of value to the community. 
 
LEADERSHIP 
ON THE PODIUM 
 An outstanding succession of music directors, who have each made 
significant contributions to the orchestra while on the podium, have helped the 
symphony to grow in its prestige and acclaim.  Henry Hadley was the first music 
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director of the SFS, succeeded by Alfred Hertz, Basil Cameron, Issay Dobrowen, 
Pierre Monteux, Enrique Jordá, Josef Krips, Seiji Ozawa, Edo de Waart, and 
Herbert Blomstedt, who is currently their Conductor Laureate.  The San Francisco 
Symphony is presently under the baton on Michael Tilson Thomas (MTT), who 
became their Music Director in 1995, and has led the orchestra to new heights.  
Guest conductors of the SFS have also included some of the most influential 
composers and/or conductors of their time, including Leopold Stokowski, 
Leonard Berstein, Igor Stravinsky, Sergei Prokofiev, Maurice Ravel, among many 
others (Mission & History). 
 
MICHAEL TILSON THOMAS, MUSIC DIRECTOR 
 
 Currently in his eighteenth season as Music Director of the SFS, Michael 
Tilson Thomas is now the longest serving music director in the orchestra‟s 
history.  A recent extension in MTT‟s contract has guaranteed his position until at 
least he reaches the 20 year mark with the organization, and in orchestras of all 
budget sizes, it is rare to have a music director lead the same group of musicians 
for that long.  However, his long tenure has given the organization a solid base, 
and a real ability to take chances, think expansively, and experiment with what 
they present (Kieser 2013). 
 During his tenure on the SFS podium, Maestro Tilson Thomas has been no 
stranger to international acclaim.  He has received many honors of the highest 
world-wide prestige including becoming a Chevalier dans l‟ordre des Arts et des 
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Lettres of France, Musical America’s Musician of the Year and Conductor of the 
Year, Gramophone Magazine’s Artist of the Year, Grammy Awards for his 
recordings, the Peabody Award for his radio series for SFS Media, and the 
National Medal of Arts – the highest award given to artists by the United States 
Government – awarded to him by President Obama in 2010 (Biography). MTT 
and the SFS have also been featured in international publications and news 
sources, including The Wall Street Journal, Time, The Times of London and The 
Frankfurter Allgemeine Zeitung (Biography).
 
 With the SFS, he has presented 
numerous summer festivals, featuring music of specific composers, and has 
frequently toured Europe, the United States, and Far East (Biography).  
 Michael Tilson Thomas is always looking for more ways for the 
organization to grow, in order to continually enhance the symphony‟s reputation 
as one of the best in the world.  He constantly contemplates how to get the 
attention of audiences, and/or how to improve artistically (Kieser 2013).  MTT 
perpetually reminds the organization to focus on the customer, and even during 
rehearsals has emphasized to musicians the importance of playing for the 
audience, considering the amount of money they have paid for their seats to hear 
the orchestra (San Francisco Symphony: Innovation Despite the Odds). 
 One of Thomas‟ keys to success has been in both his practical and 
measured approach to programming, always addressing how to serve the 
symphony‟s artistic goals, while also being cognizant of box office sales, (Kieser 
2013) which have increased during his tenure (Ewers). The average age of the 
audience has also decreased, dropping from age 57 in 1992 to age 55 today 
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(Ewers). He has a wide-ranging and eclectic taste, and combines presenting the 
familiar, standard classical repertoire with non-familiar works that challenge the 
audience (Kieser 2013). 
Another factor that sets him apart from other music directors is that he is 
an effective communicator to all those involved in the San Francisco Symphony.  
For example, he communicates his programming decisions to the audience, like 
he does to the orchestra and administration.  John Kieser, General Manager of the 
SFS, has claimed that this has cultivated an atmosphere of trust:   
“Trust that when people go to one of his concerts, they may not 
like everything on the program, but they will know why it is there.  
Audience members will also find something on the program that 
they will greatly enjoy.  This kind of thinking in how to connect to 
audiences – he keeps it fresh, which has been helpful in keeping 
the audience and orchestra engaged over the years.” 
 
In his desire to develop the appeal of orchestras and classical 
music, Michael Tilson Thomas will make attempts at anything to 
reinterpret the art form.  His avant-garde approach has piqued interest in 
the SFS musicians, and audience alike (Ewers). 
  
ALEXANDER BARANTSCHIK, CONCERTMASTER 
 
 To increase the strength of the orchestra, MTT made a significant 
personnel change, and recruited then London Symphony Orchestra concertmaster, 
Alexander Barantschik, to become the SFS concertmaster.  Barantschik began his 
post with the San Francisco Symphony in 2001, and with his family now local to 
 27 
the area, has become a proud and visible member in the community (Kieser 
2013). 
 Mr. Barantschik‟s duties extend far beyond the regular, perceived 
capacities as a concertmaster and leader of the group.  He helps to make the 
community aware of the symphony, who he is, and what he does at the SFS 
through publicities and promotions.  As concertmaster, he occasionally performs 
as a soloist with the orchestra, and is periodically featured in their current media 
projects, such as Keeping Score to explain concertmaster responsibilities, and 
convey his own thoughts and perceptions about music.  At least once a year 
during a subscription week, Mr. Barantschik has the opportunity to program 
music for a chamber orchestra comprised of San Francisco Symphony musicians 
in a play-conduct program, (Kieser 2013) which he serves as violin soloist and 
leader (Smoliar).  He is also responsible for leading a small Chamber Music group 
– a partnership between the San Francisco Symphony and the Fine Arts Museums 
– that performs a small series of concerts at least four times a year in fine arts 
museums throughout the city (Kieser 2013). 
 
BRENT ASSINK, EXECUTIVE DIRECTOR 
 
 Brent Assink, Executive Director of the San Francisco Symphony, is a 
man deeply passionate about music, and highly skilled in business.  Since 
becoming the Executive Director of the SFS in 1999, (after he held the leadership 
position of SFS General Manager in 1990, and returned to the St. Paul Chamber 
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Orchestra to become their President in 1994) his 30 years of previous experience 
has helped the orchestra grow to new heights (Brent Assink). 
 During his tenure, Mr. Assink has employed the momentum for many of 
the San Francisco Symphony‟s successful initiatives, such as the establishment of 
the symphony‟s recording label – SFS Media, world-wide tours, Keeping Score, 
Community of Music Makers, among many others (Brent Assink). He greatly 
influences decisions on the funding and application of artistic programs, and is 
especially invested in the orchestra‟s community outreach programs.  Mr. Assink 
has helped to expand the SFS‟ education and community activities through all 
mediums, including technological advances (San Francisco Symphony). 
 In his role as the Executive Director, Mr. Assink answers to the SFS 
President, Sako Fisher.  Though they find comfort working with him, he is also 
very demanding and has very high expectations of his staff, which is passed on to 
all those who join the administrative team.  He is a delegator, but is also attune to 
the importance of finding a consensus, in addition to openness in communication 
and dialogue.  For example, every week, the senior management team meets 
about daily issues and upcoming events.  According to John Kieser, the meetings 
are open in communication, and attendees are able to freely express their views. 
 Mr. Assink always finds a way to share organizational goals worked out 
between him and the SFS President to the administration, providing clarity on 
how they can support him in reaching the organizational goals, and how he can 
help them realize what they have to do to aid in the process.  He also expects 
senior staff to manage those in their departments, so that he is better equipped to 
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focus more on strategic planning – board relations, fundraising, and keeping an 
overview of the organization (Kieser 2013). 
 Like Music Director, MTT, Brent Assink is constantly searching for new 
ways to propel the organization forward, while still finding a balance between the 
old and the new.  He believes that remaining a stimulus for new works and 
continuing to expand repertoire are necessary ingredients to achieve the highest 
possible level of artistry (San Francisco Symphony). 
 
JOHN GOLDMAN, PAST PRESIDENT 
 
 MTT has said that John Goldman, Past President of the SFS, has been a 
“visionary and supportive partner in everything the symphony has done in the last 
decade.” (Kosman)  He was elected President of the SFS in December of 2001, 
(John D. Goldman) and his time with the symphony has encompassed many of the 
organization‟s successes – the centennial celebration, (Kosman) the start and 
finish of the SFS‟ second century campaign, the Mahler recording project, 
Keeping Score, new media advances, and raising funds to support all aspects of 
the symphony (John D. Goldman) – leading a thriving, internationally acclaimed 
orchestra through difficult economic times.  He concluded his presidency with the 
SFS in December of 2012, (John D. Goldman)
 
but has maintained a seat on the 
board (Kosman). 
 Mr. Goldman has great community pride for the city of San Francisco, and 
comes from a family with a deep-rooted passion and association with the arts 
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(Kieser 2013).  His engagement with the city‟s symphony began because of his 
mother, who was a longtime board member.  He joined the board shortly after she 
passed away in 1996, establishing himself as an effective leader (Kosman) by 
supporting the organization financially and being active on committees, giving 
direction to aid in daily operations (Kosman). 
 John Kieser has thought John Goldman to be a joy to work with.  Like 
Executive Director, Brent Assink, Mr. Goldman also has high expectations 
(Kieser 2013) and puts a great deal of time and effort into what he does for the 
symphony (Kosman).  Concerning decision-making, Mr. Goldman consistently 
asks what the situation is, what the facts are, and recommendations to either 
further or remedy the situation.  Depending on the response, he will either 
approve to move forward, or suggest a modification to the proposed solution 
(Kieser 2013). 
 His important traits as a leader are that he is modest, friendly, and listens 
well to others, proving the latter by incorporating those ideas into some of the 
decisions he makes for the SFS.  Mr. Goldman has a great appreciation for the 
symphony and its mission, and says that the biggest challenges that are facing 
current president, Sakurako Fisher, are the continuing economic difficulties and 
the necessity in finding ways to engage new and younger patrons and donors 
(Kosman). 
 
SAKURAKO FISHER, PRESIDENT 
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 “The best way to predict the future is to invent it.” 
 This quote by computer scientist, Alan Kay, is part of Sakurako (Sako) 
Fisher, President of the SFS‟ e-mail signature.  John Kieser says that it sums up 
her philosophy in taking charge to make change for the future (Kieser 2013).  She 
is the 17
th
 president of the symphony, and the third woman to serve in that role, 
and is described to be charming, inventive, and ready witted with a vision and will 
(Watch, Listen & Learn). 
 Music has always been a part of her life, and like Mr. Goldman, Ms. 
Fisher‟s mother had been a board member prior to when she joined, in 1992.  Ms. 
Fisher has served on the Volunteer Council, chairing a couple of the 
organization‟s most monumental galas, and as community service became her 
passion, led the Development Steering Committee (Watch, Listen & Learn). 
 “I think community is critical to art.  Community supports art.  It makes 
art.  It‟s part of the engagement…  It‟s a way of making connections,” remarked 
Sako Fisher about the importance of the community in art (Watch, Listen & 
Learn).  She has been in contact with other cultural institutions in the immediate 
area, proposing collaboration ideas to keep the arts scene lively, and figuring out 
more ways to incorporate music education in the community (Watch, Listen & 
Learn). 
 Her leadership style is different from John Goldman‟s, who she has been 
working with during the past year to help her get acclimated to her new position 
(Watch, Listen & Learn).  However, her eclectic interests, forward-thinking, and 
fresh approaches to situations have proven to be a perfect match, especially 
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because it aligns with the vision of MTT during a time when the presentation of 
the classical music art form must be kept interesting and open to people of all 
ages in order to preserve its future (Kieser 2013). 
 
RELATIONSHIPS 
 
 There is a certain order to the San Francisco Symphony – the 80 or so 
board members govern, the 100 person administrative staff manages, and the 104 
musicians play (San Francisco Symphony: Innovation Despite the Odds). The 
open lines of communication are one of the most important aspects of the 
organization‟s success.  According to John Kieser, “The most important aspect of 
any successful relationship is dialogue – making sure that everything is discussed, 
and nothing is held back or hidden.” 
 Administration is the connection between the board and musicians, and a 
strong committee structure keeps the dialogue open between musicians and 
administration.  Members of the committees are elected and appointed by the 
orchestra members, and include a Negotiating Committee, San Francisco 
Symphony Players Committee, and a Tour Committee. 
 These committees fundamentally serve as an advisory – committees do not 
have the power to put programming into place, nor determine how to allocate 
funds.  In these committees, the musicians can freely express their thoughts and 
ideas without regard to cost, and the staff may hear suggestions from the 
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musicians that they have not thought about before.  The staff also must show the 
board that they are communicating with the musicians (Kieser 2013). 
 Between the staff and board, there are standing committees and staff 
liaisons, who are assigned to communicate with certain committee chairs and 
share necessary information with them.  Although the board members are all 
extremely busy individuals, they are also very dedicated to the symphony, and 
always make time to communicate with the staff.  Respect and admiration are 
mutual between the board and administration, and each side values the other‟s 
abilities and opinions (Kieser 2013). 
 Artistic programming, recordings, educational and community initiatives 
would not exist without collaboration and communication within the organization.  
The successful organizational culture of the San Francisco Symphony orchestra is 
built on that dialogue – openness, transparency, trust, the articulation, agreement, 
and compromise of organizational goals (Kieser 2013).  These dynamic and 
forward-thinking leaders are propelling the San Francisco Symphony to great 
heights and a sustainable future. 
 
NOTE: SAN FRANCISCO SYMPHONY 2013 STRIKE 
 
 On April 13, 2013, the San Francisco Symphony and Musicians Union 
Local 6, which represents the musicians of the orchestra, (Vara) announced the 
ratification of a 26-month contract, after the SFS‟ 18-day strike beginning on 
March 13 (Striking SF Symphony Musicians, Management Reach Tentative Deal) 
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and ending March 31 (Gereben). The two-and-a-half-week strike caused the 
cancellation of multiple performances, including a tri-city East Coast tour, 
(Striking SF Symphony Musicians, Management Reach Tentative Deal
 
) with 
concerts at Carnegie Hall in New York, and the Kennedy Center in Washington 
D.C (Vara). 
 The aftermath of the recession caused a decrease in season subscriptions 
and investment income and gifts usually allotted for operating revenue, resulting 
in deficits for the past four years.  Management also portrayed the organization to 
be in better condition to the musicians and public than its actual financial state 
(Vara). 
 The musicians‟ previous contract expired on February 15, 2013, (Cohen) 
and the beginning of the strike less than a month later was mainly due to fiscal 
disagreements concerning salary between the musicians and management.  
Musicians were opposed to the recent changes made to retirement and health-care 
benefits, (Vara) and were also seeking transparency and to be better informed 
about the financial state of the organization (San Francisco Symphony Strike: 
Tentative Agreement Reached). 
 San Francisco Symphony musicians are the third-highest compensated out 
of United States Orchestras following the Los Angeles Philharmonic and the 
Chicago Symphony, but have the highest living costs compared to those two other 
cities – another reason as to why musicians were not agreeing with management‟s 
previous contract proposals.  David Gaudry, Chariman of the Union‟s Bargaining 
Committee, (Vara) believes that with this contract, the administration and 
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musicians achieved “a settlement that did not move too backwards in terms of 
wages and benefits.” (Gereben) 
The new contract includes a 4.5% increase in musicians‟ annual base 
salary, (Gereben) with a weekly increase beginning September 1, 2013; (Frojo) 
continuation in 10 weeks of paid vacation, paid sick leave, employer-provided 
health insurance with a few changes from prior policies, and the maximum annual 
$74,000 retirement pension; modification in retirement age from 62 to 65; and 
unspecified terms for management to share information concerning the 
organization‟s monetary concerns with the musicians and union (Gereben).   
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BUFFALO PHILHARMONIC ORCHESTRA 
 
 
“The Buffalo Philharmonic Orchestra Society, Inc. provides a resident, 
professional, major symphony orchestra of artistic excellence and integrity to 
enrich the quality of life in Western New York through the presentation of live 
symphonic music and other musical events which educate and entertain the 
broadest possible audiences within and beyond the Western New York Region,” 
reads the mission statement of the organization known as Buffalo‟s cultural 
ambassador – the Buffalo Philharmonic Orchestra (BPO) (About Us). Though 
classified as a second-tier orchestra in the United States due to its $9.8 million 
budget size, (Buffalo Philharmonic Orchestra) its favorable acclaim and growth 
throughout the years artistically rivals those considered to be in the front ranks 
(Buffalo Philharmonic Orchestra). 
 
HISTORY AND PROGRAMMING 
 
 Cameron Baird, Frederick Slee, and Samuel Capan founded the Buffalo 
Philharmonic Orchestra in 1935, and the orchestra presented their first concerts 
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that same year under the baton of their first music director, Laios Shuk, who led 
them for one season (Buffalo Philharmonic Orchestra). During the first two years 
of its existence, major fundraising efforts took place to keep the organization 
afloat until support was secured from the Federal Music Project of the Works 
Progress Administration (WPA) in 1937, (Thompson) which served as the 
foundation for the BPO to grow into what it is today. 
 With their live performances, the BPO entertains more than 175,000 
people, (Buffalo Philharmonic Orchestra) and presents about over 120 Classics, 
Pops, Rock and Family concerts per year, encompassing many musical genres for 
all ages (About Us).  The Classics Series includes virtuosic soloists, popular 
masterpieces, and lesser-known works that challenge the audience (Yo-Yo Ma, 
Philippe Bianconi, Bernadette Peters, Doc Severinsen, Chris Botti among 
highlights of Buffalo Philharmonic Orchestra‟s 2013-14 Season).  The orchestra 
has won several American Society of Composers, Authors and Publishers 
(ASCAP) awards, including the top award for Adventurous Programming in 2004 
and 2011 (Buffalo Philharmonic).  Pops concerts incorporate favorites from 
Broadway, jazz, and movies, among other pop culture categories.  The BPO‟s 
Family Concert Series offers child-friendly performances on select Sunday 
afternoons, and prior to the concerts, hands-on, activities in collaboration with 
other community organizations, such as the Albright-Knox Art Gallery and the 
Theatre of Youth.  In the 2012-2013 season, the Philharmonic offered the BPO 
Rocks! Series for the first time in hopes of diversifying their audience, and 
expanding the orchestra‟s versatility (Fink). Concerts for the first season include 
 38 
tributes to Elton John and Led Zeppelin, and performances with Indigo Girls, 
Three Dog Night, and Natalie Merchant (BPO Rocks Concert Series). 
 Friday morning Coffee Concerts is another successful series for the BPO 
geared mainly toward senior citizens, (Goldman) where donuts and coffee are 
provided prior to the start of the concerts.  Musicians are also present for donuts 
and coffee, giving concert attendees the opportunity to socialize with the orchestra 
members and each other (Ludwig 2013). 
 The orchestra occasionally also has Martini Mingles, another chance for 
audience members to mingle with musicians and other audience members, which 
take place in Kleinhans Music Hall after select concerts (Ludwig 2013).  The 
BPO also provides donors, sponsors, and subscribers with special events 
including appreciation concerts and attendance to private rehearsals, to recognize 
their contributions (Goldman). 
 In 2004, the BPO, in collaboration with PBS member station WNED, 
founded The JoAnn Falletta International Guitar Concerto Competition.  It is 
known to be the first of its kind, providing grand prize-winning guitarists the 
opportunity to be accompanied by a full symphony orchestra in concert, in 
addition to a recording contract and broadcast exposure (The Competition). The 
competition brings world-renowned guitarists to the city of Buffalo bi-annually 
for a week, (The Competition) and has brought international acclaim to the 
Western New York, the BPO, and the classical guitar itself (Buffalo 
Philharmonic). 
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 The BPO also continues to increase their visibility through tours, mainly 
across Canada and the United States (About Us).  They have appeared in some of 
the nation‟s most celebrated concert halls, including San Francisco‟s Davies Hall, 
Boston‟s Symphony Hall, the Kennedy Center, and the prestigious Carnegie Hall, 
(Buffalo Philharmonic Orchestra 2013) where they will make their 24
th
 
appearance in May of 2013, the first time in nearly a decade (About Us). 
 
KLEINHANS MUSIC HALL 
 
 On October 12, 1940, the Buffalo Philharmonic Orchestra performed at 
the inaugural concert of the 2,839-seat Kleinhans Music Hall, which has served as 
its home ever since.  Donations from the estates of music-lovers Edward and 
Mary Seaton Kleinhans erected one of the most acoustically ideal concert halls in 
the world, which was designed by Father-and-Son, Eliel and Eero Saarinen 
(About Kleinhans Music Hall).  Kleinhans Music Hall was designated a National 
Historic Landmark in 1989, (Thompson) and even some of the best soloists of 
their time – including Jascha Heifetz, Arthur Rubenstein, and Sergei 
Koussevitzsky – praise the hall‟s acoustic perfection (About Kleinhans Music 
Hall). 
 
RECORDINGS AND BROADCASTS 
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 The Philharmonic is now known to be one of the most frequently recorded 
orchestras in the United States (Buffalo Philharmonic to Mark SPAC Debut).  
Under the current music directorship of JoAnn Falletta, the orchestra recorded 24 
CDs on the Naxos and Beau Fleuve labels, rekindling the BPO‟s celebrated 
history of recordings (About Us) and in 2009, won two Grammy Awards for its 
John Corigliano: Mr. Tambourine Man; Seven Poems of Bob Dylan CD for “Best 
Classical Performance” and “Best Classical Composition.” (Levine) They have 
been releasing a diverse repertoire of recordings since 1976 – including works by 
Shostakovich, Gershwin, Schubert, Strauss, and Duke Ellington, with a more 
recent focus on American Composers (Buffalo Philharmonic Orchestra Credits) – 
with plans to release more recordings in 2013 (About Us). 
 The Buffalo Philharmonic recognizes the importance of recordings and the 
documentation of their craft, and continues to reach a worldwide audience with 
their music.  “Recording projects have been great for the orchestra,” remarked 
BPO Concertmaster, Michael Ludwig.  “They have brought the orchestra 
international exposure, and a source of pride – civic pride – for everyone in 
Buffalo.” 
 The orchestra has also recently revived their broadcasts, (Buffalo 
Philharmonic to Mark SPAC Debut) reaching millions across the country (Buffalo 
Philharmonic Orchestra) through NPR‟s Performance Today and SymphonyCast, 
and even internationally through the European Broadcasting Union (Buffalo 
Philharmonic to Mark SPAC Debut).  The current musicians‟ contract, which 
lasts through the 2015-2016 season, increases allowance for electronic media 
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projects, expanding the BPO‟s ability to record and broadcast (Buffalo 
Philharmonic Orchestra Society Inc. and Musicians Sign Five-Year Agreement). 
 
EDUCATION AND COMMUNITY 
 
 The Buffalo Philharmonic Orchestra provides students, teachers, families, 
area schools, and the general community with a variety of educational and 
community programs fit for all ages, (Education) and reaches out to about 40,000 
K-12 students annually in all counties in Western New York (About Us). 
 Young Musicians and students are provided with a large array of learning 
opportunities.  Through Symphony Scholars, high school students are able to 
attend a performance with exclusive backstage events, and meet musicians, 
conductors and soloists.  Community Spotlight highlights musical ensembles from 
schools and the community prior to select BPO concerts, and gives these groups 
the opportunity to perform at Kleinhans Music Hall.  For Side-by-Side concerts, 
the orchestra performs alongside the Greater Buffalo Youth Orchestra, and music 
students from the Buffalo Academy for Visual & Performing Arts on separate 
occasions.  Collaborations with area colleges give young adults access to special 
student pricing for tickets, and the orchestra hosts student internships during 
certain semesters in the academic year.  The BPO also offers Masterclasses, 
Young Musician Scholarships, and opportunities for up-and-coming composers to 
work with established composers through residencies, professional development 
workshops, and new music readings (For Young Musicians). 
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 The BPO is also in collaboration with the New School for Music in New 
York City‟s Mannes College, and provides budding conductors the necessary 
experience to advance their careers.  A program for conductors in training is a 
rare opportunity, and this partnership supplies chances for them to lead the 
Buffalo Philharmonic, and aid them in making artistic and administrative 
decisions (Mannes College and Buffalo Philharmonic Orchestra Form 
Educational Partnership). 
 The Buffalo Philharmonic provides multiple ways for teachers to 
incorporate music education into students‟ lives.  The BPO presents a Youth 
Concert Series for students in grades K-12, and supplements educators with 
lesson plans and other resources that relate to each concert, and correspond with 
each grade.  If the students are unable to see the live performance, in partnership 
with Time Warner, the orchestra streams live broadcasts of BPO youth concerts 
into Western New York Schools.  The materials for the youth concerts are also 
archived on the BPO website for future reference and use. 
 For the community, the BPO presents Masterclasses, and Community 
Spotlight performances free of charge, in addition to free concert preview talks 
that happen throughout the Classics season.  Adult amateur musicians have the 
opportunity to play in a side-by-side with BPO musicians in a day long Fantasy 
Camp on the stage of Kleinhans Music Hall (For Community).  The Philharmonic 
also offers a Druminar with Principal Percussionist Mark Hodges, building 
leadership, and team skill through interactive drum circles in groups (For 
Educators). 
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 Michael Ludwig, BPO concertmaster states: 
“To the community, the orchestra is highly visible – there [are] a 
lot of outreach, educational concerts, and events that serve the 
community.  [They provide] great visibility and exposure for the 
orchestra itself, and [are] very important for the people who are in 
touch with the orchestra through those concerts – [especially] 
schools and students.” 
 
FINANCIAL RESPONSIBILITY, FUNDING AND SUPPORT 
 
The Buffalo Philharmonic Orchestra‟s I-990s continue to reflect a surplus 
each year, a rarity in these challenging economic times.  The financial documents 
show cuts in expenses and decreasing revenue post the 2008 recession, with a 
slow, but sure increase in both areas in the subsequent years. The 2011-2012 
season marked the seventh time in the last eight years when the organization has 
been able to balance its budget (Fink). 
 Though the orchestra has seen declines support from the government and 
corporations these past few years, (Fink) attendance, subscriptions, single tickets, 
and its endowment fund have all been steadily increasing (Fink) and are currently 
at an all-time high (Goldman).  Their yearly revenue stream is comprised of 38% 
earned income (ticket sales, service fees, etc.), 42% annual fund campaign and 
other contributions, 8% endowment, and 12% government funding, (Buffalo 
Philharmonic Orchestra) which is provided from the city, state and federal levels 
(Goldman). 
 The Philharmonic‟s financial stability is a result of leadership‟s 
responsible spending, and stable approach to the economy.  Within the given 
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monetary parameters, the organization‟s artistic efforts are first-class, presenting 
outstanding programming, world-class recordings, and making themselves highly 
visible nationally and internationally through concert tours (Ludwig 2013). 
 
LEADERSHIP 
ON THE PODIUM 
 
 The Buffalo Philharmonic has been internationally recognized because of 
their distinguished line of music directors.  Laios Shuk was followed by Franco 
Autori, William Steinberg, Josef Krips, Lukas Foss, Michael Tilson Thomas, 
Juilus Rudel, Semyon Bychkov, and Maximiano Valdes (A Brief History – A 
WPA Project).  JoAnn Falletta currently leads the orchestra, and has launched the 
BPO to international visibility (Music Director). 
 
JOANN FALLETTA, MUSIC DIRECTOR 
 
  JoAnn Falletta was appointed Music Director of the Buffalo Philharmonic 
Orchestra in 1998 and her first season with the orchestra began in fall of 1999, 
making her the first woman to be named music director of a major symphony 
orchestra in the United States, (History of the Buffalo Philharmonic Orchestra) 
and is only one of a few women with that title presently leading a major 
symphony orchestra in the nation (A Brief History – A WPA Project).  In addition 
to her post at the BPO, she is also the Music Director of the Virginia Symphony 
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Orchestra, and the Principal Conductor of the Ulster Orchestra, and has been 
praised by nationally renowned news sources, such as the New York Times and 
the Washington Post (Music Director). 
 BPO Concertmaster, Michael Ludwig claims that JoAnn Falletta is first 
and foremost a great conductor and artist.  Her outstanding ability to lead the 
orchestra is what makes the product on stage world-class, allowing for 
extraordinary concerts and recordings (Ludwig 2013).  She has received many of 
the most notable conducting awards, among them the Seaver/National 
Endowment for the Arts Conductors Award for exceptionally gifted American 
conductors, the Stokowski Competition, Tiscanini Ditson, and Bruno Walter 
Awards for conducting, and the American Symphony Orchestra League‟s 
prestigious John S. Edwards Award. 
 During her tenure, she has brought the BPO more visibility through 
reinitiating recordings, PBS broadcasts, Carnegie Hall appearances, tours, in 
addition to other initiatives.  The orchestra has released numerous acclaimed 
recordings under the Naxos and orchestra‟s own Beau Fleuve labels, winning two 
Grammy awards in the process (Buffalo Philharmonic).  In March of 2010, Ms. 
Falletta led the Philharmonic in the Florida Friends Tour – their first multi-city 
tour since their 1988 tour in Europe (About Us). 
 In addition to her love for the classics, the Music Director is a champion 
for new music, and has introduced numerous world premieres and works by 
American composers.  Falletta is currently working on a multi-year recording 
project of the lost works of composer and Holocaust victim, Marcel Tyberg, for 
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which she received an Outstanding Leadership award from the Foundation for 
Jewish Philanthropies (Music Director). 
 JoAnn Falletta is a dedicated advocated for the Buffalo Philharmonic 
Orchestra, and although she only lives in the city of Buffalo part-time, she is very 
visible to the community – making appearances in the media, and aiding with 
fundraising for the orchestra (Goldman). In addition to helping increase 
subscription numbers, educational audiences and the budget, (Buffalo 
Philharmonic 2013) her leadership has launched the orchestra‟s artistic reputation 
forward, challenging the leading orchestras in the nation. 
 
MICHAEL LUDWIG, CONCERTMASTER 
 
 Michael Ludwig joined the Buffalo Philharmonic Orchestra as 
concertmaster in fall of 2006 (Fink) and is also a known soloist, chamber 
musician and recording artist.  As a soloist, he has appeared with the country‟s 
best orchestras under the batons of the most prestigious conductors, and has 
performed in various countries around the world.  Strad Magazine has 
commended him for his “effortless, envy-provoking technique, sweet tone, 
brilliant expression, and grand style.” (Michael Ludwig) 
 As concertmaster of the BPO, Michael Ludwig continues to help further 
the success of the orchestra during his time as a leader, and prominent face of the 
organization.  He sets a good tone for the other musicians, occasionally soloing 
with the orchestra, and leading them on and off the stage – for example, in 
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preparation for a concert, writing bow directions for the string sections, and 
makes sure they are in place in the musicians‟ music prior to rehearsals and 
performances.  With his solo career, which he believes is unusual for someone 
who is sitting concertmaster of an orchestra, Mr. Ludwig markets the organization 
in an affirmative light in his worldly travels.  Many other musicians in the 
orchestra have active musical lives outside of the BPO, especially playing 
chamber music in the Western New York region, and also positively promote the 
orchestra through those outside events (Ludwig 2013). 
 
DANIEL HART, EXECUTIVE DIRECTOR 
 
 A representative from the Buffalo Philharmonic approached Daniel Hart 
about the Executive Director position for the orchestra in June of 2004.  He met 
with the board, administration, and musicians, (McManus) and began as the 
organization‟s Executive Director months later. 
 Prior to his career in orchestra management, Mr. Hart performed on the 
double bass with training orchestras throughout the United States, recognizing the 
importance of music education (Judges).  When he received a Management 
Fellowship from the American Symphony Orchestra League, Mr. Hart acquired 
the experience to become an orchestral administrator, enjoying the business 
aspect and interacting with people (Hirsch).  Now with 25 years of orchestral 
management experience, all his career interests from his past are integrated in the 
Executive Director position at the BPO (Hirsch). 
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 Mr. Hart finds it gratifying to be part of an organization that has a 
substantial effect on the community (Hirsch).  He has led the orchestra during a 
$34 million endowment campaign, the 2010 Florida Tour, an increase in 
subscribers and education program audiences, appearances on national broadcasts, 
numerous recording projects, and more (Judges).  He has worked with Music 
Director, JoAnn Falletta in the past, when he led the Virginia Symphony as 
Executive Director, (McManus) and at the BPO, currently works closely with her 
on programming (Hirsch).  He commends her for the unique approach she brings 
to the organization (McManus). 
 The City of Buffalo is very supportive of the arts, and is especially proud 
of their resident orchestra.  However, Daniel Hart recognizes that “audience 
development for classical music is a big challenge in an age for unlimited choices.  
The challenge is getting them in the door and to keep the BPO in mind as they 
think of things to do for fun and enjoyment.” (Hirsch) 
 
LOUIS P. CIMINELLI, BOARD CHAIR 
 
 Louis P. Ciminelli, was named Chair of the BPO Board of Trustees 
beginning in the 2012-2013 season, replacing Cindy Abbott Letro after her two-
year term ended (Fink).  He is the chairman and CEO of LPCiminelli – a 
nationally ranked full service construction firm.  His involvement with the 
Buffalo Philharmonic and other education and arts organizations stems from his 
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core value of private sector involvement in public service (Louis P. Ciminelli, 
Chairman and Chief Executive Officer). 
 A longtime BPO trustee, Mr. Ciminelli‟s company, LPCiminelli annually 
sponsors the orchestra‟s Opening Night Gala (Ghosen).  In addition, the Family 
Foundation matched all new estate gifts to the orchestra in the 2011-2012 season, 
and was able to contribute a half-million dollars to the endowment (Fink). 
 He has claimed the BPO to be “the finest cultural board I‟ve ever sat on,” 
and is grateful for the feeling of unity from the 34 member board of trustees 
(Goldman).  The members‟ generous and philanthropic ways help to guide the 
BPO into the future (Ludwig 2013). 
 
RELATIONSHIPS 
 
 The Buffalo Philharmonic Orchestra is comprised of a 34 member Board 
of Trustees, 40 staff members, and 80 musicians, (Buffalo Philharmonic 
Orchestra 2013) all who want what is best for the orchestra.  Concertmaster, 
Michael Ludwig believes that the secret to the thriving orchestra‟s success is that 
all components of the organization all have the same vision for the BPO, each 
person involved is highly skilled at their craft, and everyone is willing to make 
sacrifices to make sure that the orchestra remains a vibrant, and relative part of 
the community (Ludwig 2013). 
 In September of 2011, Daniel Hart announced the first five-year contract 
approved by the musicians and board BPO‟s history, lasting through the 2015-
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2016 season.  The ability to know certain costs to budget in the upcoming years 
provides the organization with assurance and the capacity to focus on certain 
tasks, such as building audiences and fundraising.  Cindy Abbott Letro, past 
Buffalo Philharmonic Chair commented, “Given all of the uncertainties of today‟s 
economic climate, this agreement, coupled with Maestro Falletta‟s recent 5-year 
contract renewal, gives the organization the stability needed to implement our 
strategic plan.  It speaks well of the musicians and their faith in the board and 
management, and gives us a necessary building block to chart the BPO‟s future.” 
(Buffalo Philharmonic Orchestra Society Inc. and Musicians Sign Five-Year 
Agreement) 
 The contract includes an increase in salary, with a hold on that increase in 
their first year; a recovery in two-weeks of paid vacation the musicians 
relinquished in 2009 due to the recession; and additional week of concerts in the 
final year of the agreement, providing the organization with the possibility of 
more earned revenue (Buffalo Philharmonic Orchestra Society Inc. and Musicians 
Sign Five-Year Agreement). 
 Cooperation is another key to the Buffalo Philharmonic‟s success.  The 
musicians form committees – musicians committee, artistic committee, orchestra 
negotiating committee – where they are able to give their input on certain subjects 
concerning their job (Ludwig 2013).  There are many disagreements, however the 
board, staff, and musicians compromise to make things work.  There was a 
wonderful example where the orchestra‟s leaders worked together – Past Board 
Chair Cindy Abbott Letro was accompanied by, Executive Director Daniel Hart 
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on the piano, and BPO Violist Janz Castelo; they participated in Shakespearean 
Idol – a fundraiser at the Buffalo Historical Society, and is just a small scale 
model of what the thriving orchestra does to succeed. 
 Although they are one of the few orchestras that produced surpluses on 
during their last few fiscal years, they realize that must not become complacent.  
The Buffalo Philharmonic Orchestra is aware of the importance of growing their 
audience through community togetherness and education, the power of 
cooperation, and aligned agreement of goals.  This positive effort and attitude will 
continue this phenomenal organization to maintain stability at all times. 
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ST. LOUIS SYMPHONY 
 
 
 The powerful, yet simple mission statement of the internationally 
renowned St. Louis Symphony (SLS, STL Symphony) is “to enrich people‟s lives 
through the power of music.” (Symphony in Your School Program) Hailed as an 
“ensemble of the highest caliber” (Orchestra History) and one of the “world‟s 
finest [orchestras],” (St. Louis Symphony Orchestra) the SLS is constantly 
building upon their ways to continuously accomplish their mission through artistic 
excellence, diverse programming, fiscal responsibility, and community 
commitment and connection (St. Louis Symphony Orchestra). 
 
HISTORY AND PROGRAMMING 
 
The St. Louis Symphony was founded in 1880 (Orchestra History) as the 
St. Louis Choral Society with an 80-member chorus, and 31-member orchestra.  
The number of musicians in the orchestra grew over the years, and in 1907, the 
organization was named the St. Louis Symphony Orchestra to strengthen the 
place of orchestras in America (Past Conductors).  In 2010, the orchestra went 
 53 
through a rebranding process, changing their “look”, how they market themselves, 
and shortening their name to how they are known today – the St. Louis Symphony 
(From the President – February 2011).  The organization hired a firm who did 
research on how the symphony was viewed in the community, (Dorhout 2012) 
which helped to evaluate audience needs, shape programming ideas, and plan 
alterations (From the President – Feb. 2011) within the organization.  The SLS is 
the second-oldest orchestra in the United States, after the New York Philharmonic 
(St. Louis Symphony Orchestra). 
The six-time Grammy Award winning orchestra (St. Louis Symphony 
Orchestra) has been recognized worldwide for its vast musical repertoire. 
According to President-CEO Fred Bronstein, the STL Symphony‟s Wells Fargo 
Advisors Classical Series focuses on programming balance, accessibility, 
creativity and artistic growth, (Building Our Business – February 2013) and 
features the best-known orchestral works from all genres, including baroque, 
classical, and romantic; and internationally renowned soloists.  During the 
summer months, the orchestra holds a Casual Classics series, aimed at attracting 
new audiences members with inexpensive tickets, and familiar and “lighter” 
musical selections, such as Strauss waltzes and Sousa marches.  For the first 
season of the series, 30% of the audience members had never seen a performance 
by the SLS, and revenue goals were surpassed (Barr).  Casual Classics was based 
on a strategic approach to incorporate well-liked and popular classical repertoire 
into every season to attract new and more patrons to the orchestra throughout the 
year (Dorhout 2012). 
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After a successful first season of Casual Classics, the organization 
founded the Live at Powell Hall series in 2008 to continue the idea of playing 
popular music to engage new audience members to go see the SLS live, 
(Orchestra History) and serve those who have not been attending since the loss of 
their pop series (Dorhout 2012).  The orchestra now presents about 25 Live at 
Powell Hall concerts per year, and the series is what currently drives the majority 
of the STL Symphony‟s sales growth (Building Our Business – February 2013).  
The Live at Powell Hall series features tributes to musical greats in the pop scene, 
such as the Beatles, Whitney Houston, and Elvis; and playing live scores along 
with movies (Orchestra History) like “The Wizard of Oz” and “Lord of the 
Rings.” (Barr) The orchestra also presents holiday and educational concerts 
throughout the year, balancing out the season, while creating and maximizing 
revenue-producing opportunities (Dorhout 2012). 
The orchestra has been honored with prestigious awards from ASCAP and 
the League of American Orchestras, including the Award for Programming of 
Contemporary Music, and Morton Gould Award for Innovative Programming 
(David Robertson Biography). 
The St. Louis Symphony tours extensively throughout all areas of the 
United States – they have recently completed a successful tour in California in 
March of 2013, receiving critical acclaim from famous West Coast press sources, 
and audience members (California Acclaim).  The orchestra is frequently asked to 
perform in New York‟s prestigious Carnegie Hall, and their performances there 
persistently garner rave reviews (Orchestra History).  They have also expanded 
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their audiences overseas in Europe over the years, and went to Europe with 
current Music Director, David Robertson for the first time in September of 2012, 
spanning big cities, such as Berlin, Paris and London (St. Louis Symphony 
Orchestra).  In June of 2013, the orchestra will bring hundreds of representatives 
to the city of St. Louis when it hosts the League of American Orchestras 
Conference for the first time in almost fifty years (Building Our Business 
February 2013). 
 
POWELL HALL 
 
Powell Hall, home of the St. Louis Symphony, first opened in 1925 as the 
St. Louis Theater, and presented live vaudeville performances, and motion 
pictures.  A $500,000 gift from longtime leader and SLS patron Oscar Johnson Jr. 
aided the St. Louis Symphony Society in obtaining the building in 1966, and was 
renovated by internationally distinguished architects and acoustic specialists.  
Less than two years and $2 million of renovations later, the St. Louis Symphony 
had a place they could call home.  Named after Walter S. Powell, whose widow 
made a significant contribution to the Symphony Society, the 2,689-seat 
performance space re-opened on January 24, 1968.  It is cataloged in the National 
Register of Historic Places, and is known to be one of the world‟s preeminent 
concert halls (Powell Hall History). 
 
RECORDINGS AND BROADCASTS 
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 The St. Louis Symphony‟s extensive recording history has garnered them 
56 Grammy Award nominations, and six Grammy Awards over the years (St. 
Louis Symphony Orchestra).  They have signed with RCA Victor, Telarc and 
VoxBox, (St. Louis Symphony Orchestra) and in an effort to stay afloat during 
the economic recession, signed and recorded with Nonesuch Records – their first 
major recording label in a decade (Volkmann).  According to the Naxos website, 
the orchestra‟s “recording of John Adams‟ Doctor Atomic and Guide to Strange 
Places reached No. 2 on the Billboard rankings for classical music, and was 
named “Best CD of the Decade” by The Times of London.” (St. Louis Symphony 
Orchestra) The STL has plans to release another CD on Nonesuch Records in 
2014 featuring two of John Adams‟ works (Building Our Business February 
2013). 
The orchestra now offers their recordings over the internet through 
popular music retailers such as Amazon, iTunes, and now Spotify. (Recordings) 
Their Wells Fargo Advisors Orchestral Series concerts on Saturday evenings are 
also available live locally on 90.7 KWMU FM – St. Louis‟ Public Radio Station, 
(STL Symphony Performance Schedule) as well as nationally and internationally 
online.  The symphony has also been featured regularly on KETC‟s Living St. 
Louis program because of their collaboration with The Nine Network (Building 
Our Business February 2013). 
 
EDUCATION AND COMMUNITY 
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 According to the orchestra‟s website, “The STL Symphony was 
founded on the belief that great music should be available to everyone.”  
(Orchestra History) Their extensive, and nationally recognized community and 
education programs have made a difference in the lives of those in the area, and 
continue to do so today.  
 Annually, musicians perform over 250 free events, which are open to 
the public throughout the region (Orchestra History).  The performances 
encompass the city of St. Louis itself, surrounding neighborhoods, area houses of 
worship, and nursing homes.  A unique offering of the SLS is their Symphony in 
the City – On Stage at Powell Hall Chamber Concert Series.  Performances in the 
series require no reservations, tickets or fee (even for parking) and audience 
members are able to sit on stage and communicate with musicians.  Following the 
event is a small reception for the attendees (Community Events). 
 The St. Louis Symphony also holds an annual Town Hall Meeting, 
where organizational leaders, such as the Music Director and President-CEO, 
announce the following year‟s season, current financial state of the organization, 
and fiscal year results to the public.  The Town Hall Meetings also include 
performances, a question-and-answer session, with a reception for guests 
immediately following.  The annual event is free and open to the community, and 
take place in their home, Powell Hall (Miller).  The meetings are broadcast live on 
HEC-TV or on HEC-TV‟s website, hectv.org, and are also archived on hectv.org 
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for those who are unable to make it to Powell Hall (Saint Louis Symphony Town 
Hall Meeting). 
 Concerning education, the symphony has a series of educational 
concerts, with suitable concerts for different age ranges.  The Kinder Konzerts 
(grades K-4), Young People‟s Concerts (grades 3-6), and Young Adult Concerts 
(grades 6 and above) reach about 40,000 students from 1,000 different schools per 
year.  The St. Louis Symphony also offers Education Programs in Schools, where 
musicians and educational staff visit approximately 150 surrounding schools, 
presenting participatory and interactive lessons for elementary level students, and 
masterclasses and sectionals from SLS musicians for secondary level students 
(Education).  For collegiate level students, the organization offers opportunities to 
work as a Campus Coordinator, increasing and improving awareness and 
attendance of the SLS on area college campuses through offering discount tickets 
to other college students, distributing SLS marketing materials, and arranging a 
special on-campus event with SLS musicians (Careers). 
 Students in college also have the chance to play in the St. Louis 
Symphony Youth Orchestra (SLSYO), which ranges in age from 12-22.  The 
SLSYO is made up of an auditioned group of around 100 young, talented 
musicians from surrounding areas in and around St. Louis, and has acted a launch 
point for those musicians looking to begin a career in orchestral performance.  
They perform three concerts per year, and are coached by members of the St. 
Louis Symphony (About the Youth Orchestra).  
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 The St. Louis Symphony collaborates with local organizations such as 
the University of Missouri-St. Louis, Opera Theater of St. Louis, the St. Louis Art 
Museum, Young Audiences of St. Louis, the Pulitzer Foundation for the Arts, and 
area school districts as a part of the E. Desmond Lee Fine Arts Education 
Collaborative.  The collaborative enhances music education in the area schools 
through engaging initiatives in and out of the classroom, involving each of the 
aforementioned organizations (Orchestra History). 
 The symphony also annually honors a teacher in an area school with 
their Educator of the Year award.  Before the beginning of a subscription series 
concert, Music Director, David Robertson, presents the award to the recipient on 
stage at Powell Hall.  The panel that chooses the awardee searches for a person 
who fulfills the orchestra‟s mission in daily life – to enrich people‟s lives through 
the power of music (In the News – April 2012). 
 
BUILDING AUDIENCES AND FINANCIAL RESPONSIBILITY 
 
 To address the financial issues the orchestra was facing in addition to 
the state of the economy, the organization established the Building Our Business 
initiative in 2008 (Building Our Business February 2013) to refresh its brand and 
increase attendees to the symphony and Powell Hall; and build support from 
donors (St. Louis Symphony Orchestra).  The initiative became part of a 10-year 
strategic plan that began in May 2009, which focuses on “becoming the leading 
cultural destination and musical epicenter of the region” by doubling current 
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audiences, reaching most households in the St. Louis region, increasing revenue, 
and being recognized worldwide for their artistic excellence.  Almost 30 
initiatives are in place to achieve these goals, with a central focus on audience 
development and programming (Building Our Business February 2013). 
 Since the inception of Building our Business, the St. Louis Symphony 
has seen an increase in ticket sales (and are currently seeing the highest ticket 
revenue since 2000), significant growth in attendance, and an increase in 
contributed operating revenues (Building Our Business February 2013). 
According to their I-990 forms, though the organization has been seeing an 
increase in annual expenses, revenue has been exceeding those expenses every 
year since the launch of Building Our Business and the economic downturn – a 
rarity in many non-profit organizations existing today.  
 
LEADERSHIP 
ON THE PODIUM 
 
 Since its beginning as the St. Louis Choral Society with Joseph Otten, the 
St. Louis Symphony has been led by gentlemen who have each made their mark 
on the organization with meaningful contributions as the orchestra‟s Music 
Director.  Following Otten was Alfred Ernst, Max Zach (who was the first Music 
Director to conduct the newly named St. Louis Symphony Orchestra), Vladimir 
Golschmann, Edouard van Remoortel, Eleazar de Carvalho, Walter Susskind, 
Leonard Slatkin, and Hans Vonk.  David Robertson, one of today‟s most in-
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demand American conductors, (David Robertson Biography) currently stands on 
the podium as Music Director of the symphony, (St. Louis Symphony Orchestra) 
and is the second American-born Music Director in the orchestra‟s history. 
 
DAVID ROBERTSON, MUSIC DIRECTOR 
 
 David Robertson began his term as the St. Louis Symphony‟s 12th Music 
Director in September 2005 (Orchestra History).  He signed an extended contract 
in the beginning of 2013 for his position until the 2015-2016 season, advancing 
development in the SLS‟ goal for organizational strength and stability (Fowler).  
He has also recently signed a four-year contract with the Sydney Symphony in 
Australia, and will become their Artistic Director and Chief Conductor beginning 
in 2014, succeeding the legendary Vladimir Ashkenazy (Wakin).  He will balance 
his leadership roles at both organizations easily, since the majority of the Sydney 
Symphony season takes place during the off-season of the St. Louis Symphony 
(Fowler 2013). 
Maestro Roberson has also guest conducted the world‟s leading, first-class 
orchestras and has received some of the most prestigious musical honors – he was 
elected a Fellow of the American Academy of Arts and Sciences, was made a 
Chevalier de l‟Ordre des Arts et des Lettres by the French Government, and 
received the Excellence in the Arts award from the St. Louis Arts and Education 
Council (St. Louis Symphony Announces Contract Extension with Music Director 
David Robertson Through 2015-2016). 
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 David Robertson is known for his polished musicianship and dynamic 
personality, (David Robertson Biography) especially his humor (Fowler).  The 
Los Angeles Times describes him has “irrepressible, affable, unconventional, 
even wacky,” (Swed) which are all evident in his interactions with St. Louis 
Symphony musicians and audience members.  Even longtime STL Symphony 
flautist, Jennifer Nitchman, characterizes him as a ham.  Though known for his 
comedic nature, he is knowledgeable about his craft, (Dorhout 2012) and is 
earnest and serious about creating a sustainable future for the organization he 
leads (Fowler). 
 The creative and collaborative Maestro Robertson (Dorhout 2012) has 
helped and hopes to continue to make the St. Louis Symphony more visible on the 
national and international scene, (Fowler) passionately advocating for the 
orchestra and its mission, especially through recordings, acclaimed reviews, 
collaborations with local organizations, and tours (Dorhout 2012).  Under his 
baton, the orchestra‟s tour of Europe in September of 2012 was its first in Europe 
since appearances in 1998, and the symphony also went on tour in California that 
same season, in March of 2013. 
 During Robertson‟s tenure, the orchestra has additionally recorded their 
first CD for a major label in over a decade.  He has also appointed and tenured 
around 30 musicians, and with more open positions available, will be soon 
responsible for appointing a third of the orchestra.  Maestro Robertson has high 
expectations, and understands that the importance of artistic excellence and 
teamwork among musicians are vital components in distinguishing an outstanding 
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orchestra from the ordinary.  Through incorporating feedback and input from 
musicians, and programming varied repertoire, he has developed a distinctive 
sound to the St. Louis Symphony, appropriate for the certain and diverse styles of 
music they play.  Supportive of new technology and improving the concert 
experience for audiences, Maestro Robertson also experiments with integrating 
visual components such as video, pictures, and lighting among others (Dorhout 
2012).  
Passionate about music education and young musicians, (David Robertson 
Biography) another goal of David‟s is to be able to offer educational concerts for 
students (which currently require payment of a minute fee and transportation) at 
no cost.  Unlike many other Music Directors, Maestro Robertson also conducts 
non-subscription performances, such as Educational, Holiday, and Pops Concerts, 
and hopes to lead the orchestra in many more (Dorhout 2012).  Finally, in 
alignment with the aim of the administration, Maestro Robertson hopes to 
increase base funding and support for the organization (Fowler) – a difficulty 
many non-profits are facing today. 
Maestro Robertson leads a gifted orchestra comprised of musicians 
dedicated to promoting the orchestra to the best of their abilities.  The majority of 
musicians in the ensemble volunteer to take part in educational, community, 
fundraising and marketing initiatives, as well as committees and task forces 
(Dorhout 2012).  He embraces his organization‟s love for its community, and 
continuously credits his musicians for their mutual accomplishments 
(Mermelstein).  His decisions for the orchestra have greatly impacted the integrity 
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of the orchestra for the better, and because of him, the St. Louis Symphony is now 
known to be one of the most exciting symphony orchestras in the nation (Swed). 
 
FRED BRONSTEIN, PRESIDENT AND CEO 
 
 Fred Bronstein, President and CEO of the St. Louis Symphony, has been a 
vital asset in turning the organization around from deficits with his leadership.  He 
became the orchestra‟s President and CEO in March 2008, and immediately 
initiated the Building Our Business plan, with a clear focus on audience 
development (Fred Bronstein). 
 Through his implementation of marketing plans, and programming new 
series such as Casual Classics and Live at Powell Hall, ticket revenue and 
audience members have increased.  A forward thinker, Bronstein has also helped 
to raised $14 million during his tenure specifically for the support of operating 
needs and new audience development initiatives to guarantee that shortcomings 
do not accrue in the future (Fred Bronstein). 
 Bronstein has also aided in the signing of two collective bargaining 
agreements during his time with the organization, propelling the orchestra 
towards a sustainable future (Fred Bronstein) and gaining musicians‟ trust 
(Dorhout 2012).  Also under his leadership were the European and California 
tours in the 2012-2013 season, release of the orchestra‟s first CD on a major 
record label for the first time in over a decade, and the initiation of live broadcasts 
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on public radio (Fred Bronstein).  The turnaround efforts during Bronstein‟s 
tenure have made the St. Louis Symphony a national model for success. 
 
NED O. LEMKEMEIER, CHAIRMAN OF THE BOARD 
 
 Ned O. Lemkemeier, Chairman of the Board of Directors of the St. Louis 
Symphony became chairman in February of 2008, when former board chair, 
Cynthia Brinkley was promoted to a higher position in her company, and had to 
move from St. Louis.  Lemkemeier had been the orchestra‟ chair-elect, and has 
previously served on multiple STL Symphony Board committees (Lemkemeier 
Takes SLSO Board Chair).  Aside from his generous annual donations, he has 
also been a large contributor to the organization‟s galas, and has recently 
accompanied the orchestra on their overseas tour to Europe. 
 The board Mr. Lemkemeier leads is evidently devoted to the organization 
through their 100% rate in giving participation, increases in annual donations, and 
committees and task forces, which many board members are involved in.  They 
are in the beginning stages of a capital campaign to increase the orchestra‟s 
endowment to continue to ensure the future of the St. Louis Symphony (Dorhout 
2012). 
Mr. Lemkemeier is currently a Senior Counsel at Bryan Cave LLP – one 
of the largest law firms in the world – and has been there since 1985.  He is 
known for his loyalty to the St. Louis Community, and also serves on the boards 
of the St. Louis Municipal Opera Associate and Grand Center in addition to the 
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symphony (Ned Lemkemeier, President).  “Through these institutions, you make 
friends with people you otherwise would never have met – and they can energize 
your life,” he says (Linzee). 
 
RELATIONSHIPS 
 
 In the early half of the 2000‟s, the St. Louis Symphony Orchestra was 
suffering from severe financial issues, partially due to decreasing revenue and 
labor arguments (Maletsky).  After the organization was on the verge of 
bankruptcy in 2001, (Silva) and the musicians went on a two-month strike in 
2005, (Caplan) the depreciating credibility of the orchestra was predicting a grim 
future.  However the appointments and visions of dynamic leaders – Music 
Director David Robertson, and President-CEO Fred Bronstein – have turned the 
orchestra around to be a worldwide model for artistic excellence and superb fiscal 
health (Maletsky). 
 The love the musicians, board and staff have for the St. Louis Symphony 
is built upon an established culture of open communication, problem-solving, 
collaboration and trust (Dorhout 2012).  A prime example of aligned leadership in 
the organization is the signing of the new four-year labor agreement 14 months 
prior to the expiration date of the current contract.  There were no severe cuts to 
current programs or salaries, but a plan to increase base compensation, pension 
offerings, and the possibility for additional concerts to be added during the season 
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(McManus).  The signing of the new contract reflects the trust the musicians have 
in the administration and board during difficult economic times (Fowler). 
 The administration, musicians and board have been working diligently to 
repair the damaged relationships between each party from the early 2000‟s.  Now, 
administration shares finance information – ticket sales, fundraising, and revenue 
and expense goals – with the musicians.  Musicians also serve on the board, some 
even on board committees, opening up communication lines and understanding 
between all members of the organization (Fowler). 
 The contract, signed in June of 2012, is active until August 2017, and 
provides a sense of stability necessary for the orchestra (Fowler).  It secures 
supporters‟ confidence in the organization, and the ability to be fiscally 
responsible in future planning (Friswold). 
 During their turnaround period from financial troubles, St. Louis 
Symphony has never lost sight of their purpose in society, keeping their artistic 
and mission driven goals in mind.  All parts of the organization are now working 
together towards the same goals, (Dorhout 2012) and through their persistence 
and dedication, the St. Louis Symphony is now internationally known for making 
exceptional music accessible to everyone. 
 
  
 68 
 
 
 
 
CONCLUSION 
 
 
After the 2008 recession, structural problems became more apparent in 
symphony orchestras throughout the United States, resulting in bankruptcies, 
strikes, and even elimination of some organizations.  However, there are many 
orchestral institutions in the country that continue to thrive during difficult 
economic times, and it is imperative to explore their activities and actions to 
provide examples and ideas to other organizations to aid in their growth.  Through 
research and interviews with employees of the San Francisco Symphony, Buffalo 
Philharmonic Orchestra, and St. Louis Symphony Orchestras, I have discovered 
that they share many similarities concerning their respective success, most of 
which falls under the following categories – leadership, programming, community 
relations, and related to all of these, fiscal health.  
 
LEADERSHIP 
 
 Strong, robust leadership is necessary for an organization‟s survival.  
Current leadership for the SFS, BPO, and SLS‟ respective board, administration 
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and musicians is responsible for employing the momentum for present initiatives 
imperative for their orchestras‟ stability and growth.  The Boards of Directors for 
each of these organizations are highly supportive, generous, and philanthropic 
with their time and finances, showing great care for their institutions.  The 
orchestras‟ administrative leaders have been with their orchestras during the 2008 
recession, and continue to lead their thriving organizations through difficult 
economic times.  Brent Assink, Executive Director of the San Francisco 
Symphony provided the impetus for many SFS initiatives – SFS Media, national 
and international tours, Keeping Score, Community of Music Makers, 
technological advances among others, and has great influence on artistic and 
community outreach programs.  Daniel Hart, Executive Director of the Buffalo 
Philharmonic Orchestra has led the organization during the $34 million 
endowment campaign, the Florida tour, an increase in subscribers and education 
program audiences, and their appearances on national broadcasts, recording 
projects, and more.  Fred Bronstein, President and CEO of the St. Louis 
Symphony immediately initiated the Building Our Business plan focusing on 
audience development, and helped to raise $14 million for the support of 
operating needs and new audience development initiatives.   Both of these efforts 
have aided in increasing ticket sales and developing popular music programs to 
increase new audiences. 
 Current Music Directors – Michael Tilson Thomas of the SFS, JoAnn 
Falletta of the BPO, and David Robertson of the SLS – are highly accountable for 
shaping the sound and reputation of their orchestras.  They are dynamic leaders, 
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conductors, musicians and people in their own right, and have each received 
prestigious local, national, and international honors and awards.  The length of 
time they have each held the Music Director position in their orchestras – Michael 
Tilson Thomas since 1995, JoAnn Faletta since 1999, and David Robertson since 
2005 – has provided these organizations a solid base and ability to experiment and 
take chances with what they present.  The three of them have also recently signed 
contracts extending their tenure with the orchestra, augmenting their time to 
develop the organization‟s offerings and relationships with the community and 
beyond. 
 Even with strong, robust leadership, it is aligned leadership and vision that 
are essential elements to the success of any institution (Rosen 2013).  Leaders of 
the three researched orchestras evidently share the same goals within their 
organizations.  They demonstrate cooperation and compromise through open 
communication and dialogue, and have strong committee structures.  Their high 
transparency – a crucial element to building relationships (Rosen 2013) – has 
developed an understanding and trust in all components within each organization, 
and their communities. 
 The Buffalo Philharmonic Orchestra and the St. Louis Symphony both 
recently signed multi-year contracts before the expiration of their current 
contracts, which speaks highly of the relationships between the board, 
administration, and musicians (Rosen 2013). The BPO signed their first five-year 
contract in the orchestra‟s history, which lasts through the 2015-2016 season, and 
is approved by the musicians and board.  Fourteen months prior to the expiration 
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date, the SLS signed a new four-year labor agreement, active until August of 
2017.  These contracts provide both organizations with the affirmation and 
security to be able to focus on certain necessary tasks, a sense of stability, and 
confidence from supporters.  According to Drew McManus, both institutions have 
even reached a longer-than-average three-year agreement (McManus 2013).  He 
also stated, 
“[The early signing of these contracts] is a quantifiable benchmark 
in demonstrating that all stakeholders are on the same page.  If 
they‟re going to be able to come to an agreement early, it means 
they‟ve taken their strategic vision seriously enough to enter into a 
process that most people preferred to wait as late as possible to the 
end, [which] shows a certain level of commitment.” 
 
PROGRAMMING 
 
 The product of an orchestra is another component of what defines its 
success.  The artistic output of the three researched organizations are distinct, 
attractive, and makes them stand out in their respective communities (Rosen 
2013).  The San Francisco Symphony, Buffalo Philharmonic, and St. Louis 
Symphony are each known for their innovative programming and diverse concert 
offerings, combining classical, contemporary, and popular genres of music 
enticing a wide variety of audiences.  They have also been individually 
recognized with multiple American Society of Composers, Authors and 
Publishers (ASCAP) awards for Adventurous Programming – a prestigious honor 
reserved for ensembles that take creative approaches to programming. 
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Media use in any arts organization aids in reaching a wider variety of 
audiences.  The SFS, BPO, and SLS expand their audiences through technology, 
and offer live broadcasts through radio, television, and/or online streaming.  The 
San Francisco Symphony takes the use of media to an even higher level with their 
even greater television and DVD offerings (Rosen 2013) and presence.  
According to Jesse Rosen, President and CEO of the League of American 
Orchestras, electronic media is a promising and extraordinary opportunity for 
orchestras to expand their audiences.  In an interview, Mr. Rosen used the 
example of the YouTube orchestra – its culminating performance was the largest 
streaming concert in history, which demonstrated that classical music could be 
satisfied online.  Because of the public‟s present reliance on technology, the live 
component of electronic media is a tremendous opportunity for orchestras to 
further their reach. 
 Other ways orchestras expand their audiences are through tours and 
recordings, which each of the three researched orchestras have done. The SFS, 
BPO, and SLS have each toured nationally and internationally, increasing their 
visibility across the globe.  They have also maintained an extensive archive of 
recordings, providing opportunities to be heard by different audiences worldwide.  
These orchestras‟ recordings have garnered Grammy Awards, in addition to many 
other prestigious honors. 
 
COMMUNITY 
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 Community relationships, and audience research and development are 
vital to an orchestra‟s survival and success.  The importance of community is 
evident in the San Francisco Symphony, Buffalo Philharmonic Orchestra, and St. 
Louis Symphony.  Their community and education programs are comprehensive 
and extensive, and present a variety of musical offerings to the community.  They 
are all involved with teaching at local schools, providing family friendly concerts 
and events, and collaborating with local and national organizations. 
These orchestras are also aware of the importance and challenges of 
audience development.  Through audience research, the SFS, BPO, and SLS have 
implemented initiatives and planned alterations to their current programs and 
offerings based on results.  For example, the San Francisco Symphony conducted 
an audience survey, which revealed that 75% of symphony audiences played 
instruments/sang in chorus when they were younger.  The discovery resulted in 
the Community of Music Makers, which creates opportunities for past and present 
amateur musicians to connect and perform with each other.  The Buffalo 
Philharmonic Orchestra also offers a chance for amateur musicians in their 
community to play alongside members of the BPO in a day long Fantasy Camp.  
According to Jesse Rosen, one of the metrics for success is the degree to 
which the community supports the organization.  The SFS, BPO, and SLS have 
very healthy community relationships, and have made significant contributions to 
them (Rosen 2013).  Through community togetherness, education, cooperation, 
and an aligned agreement of goals, each of the three researched orchestras have 
increased their visibility and their audiences. 
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FISCAL HEALTH 
 
 Related to aligned leadership, artistic output, and community 
relationships, is the organization‟s fiscal health.  Without these elements, 
especially aligned leadership, the funding community is able to easily perceive the 
problems of any organization, which are displayed publicly through the media.  
Jesse Rosen stated, 
“The revenue streams for orchestras are primarily from 
contributions and ticket sales, and so to the extent that either your 
funding sources and/or audience is aware or experiencing in some 
way, the consequence of misalignment – which could be financial 
difficulties, artistic difficulties, labor relations/difficulties – all of 
these things are very public and have the potential to interfere with 
income.”  
 
The SFS, BPO, and SLS all found new ways to improve fiscal health, and 
increase revenue.  During the economic downturn, the San Francisco Symphony 
re-learned how to operate and adjust funding to a new base level, due to a revisit 
in the endowment drop policy.  The Buffalo Philharmonic Orchestra cut expenses 
and revenue decreased because of the 2008 recession, but with a slow increase in 
both areas in the subsequent years, especially in revenue, where their attendance, 
subscriptions, single ticket sales and the endowment fund are currently at an all-
time high.  The St. Louis Symphony established Building Our Business to refresh 
its brand, increase their attendees, and build support from donors.  The initiative 
resulted in an increase in ticket sales, attendance, and contributed operating 
revenue. 
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SUGGESTIONS FOR FUTURE RESEARCH 
 
 There are an infinite number of directions in which one could go when 
continuing to research the scope of characteristics of successful symphony 
orchestras in the United States post the 2008 recession.  Next steps could be to 
narrow research and include more orchestras that are considered to be successful, 
thoroughly explore workplace satisfaction, understand the immediate threats to 
organizations, and find and relate institutional innovations and modifications to 
the changing world around us, to name a few. 
Because United States symphony orchestras fall under many different 
categories, it would be important to narrow the research, and place more 
organizations that are similar within certain classifications.  For example, the 
three orchestras researched have three vastly different budget sizes, and could be 
categorized with other orchestras whose expenses are similar.  Another study 
could be conducted on finding the successful characteristics with how musicians 
are paid – salaried, per service, or a hybrid of both (McManus 2013).  Orchestras 
could also be categorized by their physical environment – rural, urban, suburban, 
etc.; region in the United States; and their current stage of evolution and growth.  
The next step would be to categorize organizations considered to be successful 
that fit the sub-categories, and after research, find the similar characteristics that 
make them successful within the new parameters. 
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Drew McManus also suggests investigating workplace satisfaction among 
administrative and artistic employees in organizations that are considered 
successful – he believes that it is the core element of what makes any business 
successful.  Positively driven and motivated employees enhance the work 
environment, and contribute to and inspire high levels of productivity.  Mr. 
McManus states, “If it‟s not fun to work at a particular place, it would be difficult 
for the organization to have any business – whether it is for-profit or non-profit – 
to be able to truly maximize its potential.” 
Related to workplace satisfaction, he also advises to look at employment 
contracts and collective bargaining agreements, and to question how much time 
musicians have to pursue their own efforts, and how their employers aid them in 
accomplishing those personal goals outside the offices of their respective 
organizations.  There seems to be a difference of opinion where orchestras want 
musicians to participate in more community outreach programs, but also make it 
difficult for their artistic employees to be able to engage the community on the 
musicians‟ own terms.  When the Chicago Symphony Orchestra hired Yo Yo Ma 
to develop their community outreach programs, before the organization had the 
chance to explain their vision and ideas for them, Mr. Ma helped them realize that 
their first step should be to measure the current involvement of musicians in their 
existing programs.  Measuring musicians‟ involvement in community outreach 
programs will aid organizations in quantifying their own employees‟ aid and 
support for those programs, and the next steps to take to possibly increase and/or 
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improve musician involvement, and eventually the programs themselves 
(McManus 2013). 
Mr. McManus also advises against being universal when it comes to 
finding successful characteristics of United States Symphony Orchestras post the 
2008 recession, because what may work for one organization may not work for 
another.  He stated, 
“There is a much higher degree of influence based on 
philosophical belief or hunches than actual research and data 
suggest.  Some groups jump into that perspective [of researching 
and trying what works for other organizations] because during 
times of economic stress, it is comforting for a group to feel like 
they are doing something different, and that will hopefully improve 
their situation, where it may be more damaging to the institution 
than not.  They are good potentials for examining whether it can 
lead to institutional success and growth, but they are not 
necessarily guaranteed to produce results.”  
 
Each organization‟s successes are dependent upon where they are in their period 
of evolution and growth, who is involved in the processes at any give time, and 
many other unique variables (McManus 2013).  In an interview, Mr. McManus 
gave an example of how the Chicago Symphony Orchestra does well focusing on 
core classical repertoire, while the San Francisco Symphony is successful 
performing newer works.  If they so choose, the Chicago Symphony Orchestra 
could also begin to focus on new music, but it does not mean that they will be 
successful because of it, which is why Drew McManus emphasizes on not 
creating qualifiers for success – what works for one organization may not actually 
produce the same result if applied at another institution (McManus 2013).  He 
said, 
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“What I think is more important is the ability to identify an 
adjective, and determine whether it is a strength or weakness or 
something in between the two for any particular situation.  It‟s 
more important to look at the process used, and how an 
organization determined to follow a particular course of action – 
that is probably a more useful process to follow.” 
 
According to Jesse Rosen, it is necessary for orchestras to have an 
accurate understanding of the immediate threats to their respective organizations, 
and how to manage those threats.  It is also important for these organizations to 
distinguish the problems due to the 2008 recession from the problems that may 
have been structural within their institutions, especially since the recession 
aggravated the problems already occurring within the organization. 
To be able to execute or even prepare to make changes to an organization, 
it is important to research the long-term effects and trend issues on orchestras‟ 
revenue streams, and how they have been affected by changes in audience 
behavior, demographics, changes in the art form itself, how the public perceives 
it, and how the public participates in it (Rosen 2013).  There have been vast 
changes in the nation‟s symphony orchestras since their inception in the United 
States, and there are necessary alterations that should be made to persevere with 
the changing times.  Orchestras must be innovative, have the courage to 
experiment, be prepared to take on the long-standing practices no longer useful to 
today‟s world, and be prepared to fail.  They must continue to grow, expand, 
change, and evolve (Rosen 2013). 
We are experiencing a time where the performing arts are growing 
exponentially, and it is necessary for orchestras to connect with that creative 
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energy.  The tendency for orchestras is to be a set ensemble – generally speaking, 
they are very institutionalized, and only play in certain spaces (partially based on 
their size) – and there is much surrounding activity that opposes its conservatism.  
Many are listening to and making music in new and innovative ways.  Young 
musicians graduate from conservatories wanting to be socially engaged with their 
work, add meaning to the community, and are creative and experimental with the 
art form (Rosen 2013).  In an interview, Mr. Rosen used the example of Yo Yo 
Ma as an artist of our time, and though it is easier to implement certain concepts 
as a solo artist, they are also relevant to orchestras as well.  He does not only play 
the cello well, but he connects to others through his music and concern for 
humankind.  To Yo Yo Ma, the music he makes is a vehicle to make a positive 
difference in the world – a goal to be shared by United States symphony 
orchestras, and a necessary ingredient for success. 
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SAN FRANCISCO SYMPHONY 
QUESTIONS FOR JOHN KIESER, GENERAL MANAGER 
 
1. Please describe to me the relationships between the San Francisco 
Symphony‟s administration, musicians and board, and how they work 
together to create the successful culture of the San Francisco Symphony.   
 
2. Michael Tilson Thomas has extended the San Francisco Symphony‟s 
(SFS) reputation as one of the world‟s best orchestras since becoming its 
Music Director in 1999.  Already known as an international leader, please 
provide me with insight on his leadership style – with the musicians and 
the community, and how he leads such a successful organization. 
 
3. Mr. Thomas made a personnel change and recruited London Symphony 
Orchestra leader, Alexander Baratschik to become the SFS concertmaster.  
Aside from his concertmaster role, what else does Mr. Baratschik do to 
further the reputation of the orchestra? 
 
4. On the management side, would you share the details on Executive 
Director, Brent Assink‟s leadership style, and what he specifically does to 
mold and advance this institution to what it is today? 
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5. In December of 2012, John Goldman stepped down after 11 years as 
President of SFS.  His tenure encompassed some of the orchestra‟s 
successes, and he had a reputation of being nice, and that he treated 
everyone well.  Michael Tilson Thomas has even said “John makes you 
feel good about caring for excellence and sharing it with others.  Seeing 
him backstage immediately energizes me and the members of the 
orchestra to work at the highest level.”  Please describe his leadership 
style, and his relationships with the Music Director, and the board. 
 
6. What can you say about your new President, Sako Fischer? 
 
7. In trying times, how do YOU believe the aligned leadership – in the 
administration, musicians and board – propels the orchestra forward? 
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BUFFALO PHILHARMONIC ORCHESTRA 
QUESTIONS FOR MICHAEL LUDWIG, CONCERTMASTER 
 
1. In September, 2011, the first contract ever covering five years was ratified 
by the musicians and board to last through the 2015 – 16 season.  How did 
all parties work together to reach this agreement? What benefits are you 
and the other musicians currently seeing from it for yourself, and for the 
orchestra? 
 
2. Because of the economy, there was a time when the orchestra had to 
“tighten its belt” by cutting staff, putting a hold on wages, and monitor the 
funds being spent on programming and soloists.  Dan Hart, the Executive 
Director and JoAnn Falletta took 10% cuts, and each pledged $50,000 to 
the orchestra.  What has come from the community and the musicians 
after this display of leadership? 
 
3. As the concertmaster of the Buffalo Philharmonic, what have you done to 
help further the success of the orchestra during your time as a leader, and a 
prominent face of the organization?  What do the other musicians in the 
orchestra do?  Individually/collectively? 
 
4. It seems as if since JoAnn Falletta became the Music Director of the 
Buffalo Philharmonic in 1999, the orchestra has seen great success, and 
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the Philharmonic is now at a new level of national and international 
prominence.  Aside from what is already known to the public (increased 
outreach activities, highly acclaimed recordings, subscriptions reaching 
record levels, etc.), please provide me with a little more insight into her 
leadership style, and how she leads such a successful organization. 
 
5. The Buffalo Philharmonic is one of the leading orchestras for the Naxos 
label and one of the most frequently recorded orchestras in America.  
Please explain the importance of classical recordings at this time in 
society, why your organization is so open to doing them, and what success 
it has brought you. 
 
6. Please describe to me the relationships between the Buffalo 
Philharmonic‟s administration, musicians and board, and how they work 
together to create the successful culture of the Buffalo Philharmonic. 
 
7. In trying times, how do YOU believe the aligned leadership – in the 
administration, musicians and board – propels the orchestra forward?  
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ST. LOUIS SYMPHONY ORCHESTRA 
QUESTIONS FOR BRET DORHOUT,  
VICE PRESIDENT OF ARTISTIC ADMINISTRATION 
 
1. What steps did administration and the musicians take to agree on a four-
year contract 14 months ahead of the expiration of the current contract, 
and how did both parties work together to reach this agreement? 
 
2. After CCS Development provided the St. Louis Symphony Orchestra with 
a new fundraising model, what steps did members of the board take to 
build relationships with prospective donors, and strengthen relationships 
with current donors to aid in increasing individual gifts? 
 
3. After Mr. Bronstein became the Executive Director in March of 2008, the 
orchestra has seen an increase in ticket revenue, due mostly in-part to the 
"Live at Powell Hall" and "Casual Classics" series.  What decisions went 
into creating both of these series?  Besides these two programming 
initiatives, what other factors contributed to increased earned revenue? 
 
4. Who was responsible for initiating your successful audience development 
initiatives?  How did that person recognize the need for those initiatives, 
and what were the steps taken to set its success in motion? 
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5. Who was responsible for your rebranding process in 2010?  What was the 
process in changing your brand, and what successes have you seen from 
it? 
 
6. In his 8th season, how has Music Director, David Robertson, led and 
shaped the orchestra into the current state it is today? 
 
7. In trying times, how do YOU believe the aligned leadership - in the 
administration, musicians and board - propels the orchestra forward? 
 
8. Please describe to me the relationships between the St. Louis Symphony's 
administration, musicians and board, and how they work together to create 
the successful culture of the St. Louis Symphony. 
 
9. As one of today's sought after American Conductors, please provide me 
with insight on David Robertson's leadership style - with the musicians 
and the community - and how he leads such a successful organization. 
 
10. On the management side, would you share the details on Executive 
Director, Fred Bronstein's leadership style, and what he specifically does 
to mold and advance this institution to what it is today? 
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11. Please describe the involvement of the musicians in your orchestra to help 
further the success of the St. Louis Symphony. 
 
12. Please describe the involvement of the board in your orchestra to help 
further the success of the organization. 
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QUESTIONS FOR JESSE ROSEN, PRESDIENT AND CEO 
OF THE LEAGUE OF AMERICAN ORCHSTRAS 
AND DREW MCMANUS, ARTS CONSULTANT  
AND AUTHOR OF THE ADAPTISTRATION BLOG 
 
1. From my research and interviews, it appears to me that [the San Francisco 
Symphony, Buffalo Philharmonic Orchestra, and St. Louis Symphony] 
have demonstrated success because of aligned leadership – musicians, 
board, and administration – would you agree? 
 
2. It appears to me that the artistic output of these orchestras contributes to 
their success, would you agree? 
 
3. It appears to me that these orchestras‟ interactions and relationships they 
have formed in their communities have contributed to their success, would 
you agree? 
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